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Abstract 
This study examines the power play between body and space at the site of Hong 
Kong Cultural Centre - a play/leisure space. The exploration focuses on the questions 
of how the micro leisure body negotiates with macro institutional power embedded 
in leisure space. Leisure or play is emphasised because it is believed to be a means 
of transgression of self and transformation of social order. In other words, a body 
‘at-play’ activates the dialectic between structure and agency. 
Body and space produce and reproduce each other. I term the produced space as 
consequences of its interactions with body “bodyspace”. The term stresses the 
mutual dependence of body and space. Based on the findings in the field of Hong 
Kong Cultural Centre, two kinds of bodyspaces can be generalised. The first one is 
phallocratic bodyspace. A phallocratic bodyspace, exemplified by the serious 
cultural space inside Cultural Centre, delineates the relation of the power of body 
being subordinated to the power of space, i.e. the power of structure. Therefore the 
space produced by the repressed body is a reproduction of the existing social 
relations only. The second kind bodyspace, exemplified by the open space of Hong 
Kong Cultural Centre is an embryonic bodyspace. Deriving the energy from 
invigorative bodies, an embryonic bodyspace is a space of possibilities and 
'recreation'. Centring the phallocratic bodyspace in the core and the embryonic 
bodyspace at the periphery, the logic of civility is embedded in this space. Whilst 
the image of civility and orderliness has been a constituent of a city as a spectacle, 
this thesis argues that play by which the order is transgressed shall be resumed as 
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Prologue 
‘‘Space is fundamental in any form of communal life; space is fundamental in 
any exercise of power" 
�Michel Foucault� 
(1984:252) 
“There can be no question but that social space is the locus of prohibition, for it 
is shot through with both prohibitions and its counterparts, prescriptions. The 
fact, h owever, canm ost d efinitely not be m ade i nto the b asis of an o verall 
definition, for space is not only the space of ‘no，，it is also the space of the body， 
and hence the space of ‘yes，，of the affirmation of life, 
�Henri Lefebvre� 
(1991b: 201) 
Both the subject matter of space and body have been areas of focus in recent studies. 
Numerous works of literature have demonstrated that both space and body are sites of 
power operations. They are mutually defined and they are embedded within webs of 
social relations (for example, Foucault, 1977; Grosz, 1995, Lefebvre 1991b; Nast & 
Pile eds. 1998). Contrary to the past, which Foucault reminds us "space was treated as 
the dead, the fixed, the undialectical and the immobile" (1980: 70); space is now 
regarded as mobile, fluid and slippery. 
But what constitutes the space as an unfixed entity? The above quote of Lefebvre gives 
some hint that body might be the agency of change. Like space, body is reconfigured 
in recent theories as multiple, fragmented and dispersed (Williams & Bendelow, 1998). 
The quality of volatility of body is not only central to the manipulation and 
construction of self-identity (Shilling 1993)，it enables a space of oppression to be 
transformed into a ‘ new’ space through the revolt o f fleshy body, thus c apable o f 
changing the social structure. Yet, it is unclear how space and body, both being 
embodiments of power, contest each other. In other words, how space simultaneously 
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constrains and enables body to create changes; or how do the dynamics between body 
and space work? 
This research, illustrated by a case study of Hong Kong Cultural Centre, will attempt 
to investigate the power contestation between space and body in a leisure and cultural 
space. 'Bodyspace,' borrowed from Duncan (1996)� is revised in this study to refer to 
the social space as a result of the body-space contest. A leisure and culture space is 
chosen to scrutinize the politics of play in alignment with the issue of body and space, 
since I would argue, following Lefebvre (1991a, b), Rojek (1995, 2000), Schnechner 
(1993) and Turner (1987), a dynamic human culture is indispensable from play or 
playing. Through an unfolding of the politics of play on space and body, this thesis 
maintains that the resurgence of play/playing as a strategy in both spatial and body 
politics, which is also the politics of individual life and city, is needed to re-enchant the 
disenchanted world again via the dialectics of creativity and destruction. 
This thesis is organised into seven chapters. The first chapter is a literature review on 
the interaction of space and body, plus an enunciation on the importance and 
development of play in human culture. The concept of power will thread the three 
concepts, as it is fundamental to the primordial concern of contestation and resistance. 
The second chapter will be a contextualisation of the research problematic to the site of 
Hong Kong Cultural Centre. It will include the theoretical framework, as well as the 
methodology and the significance of the study. The third chapter investigates the 
bodyspace inside the Cultural Centre, whilst the fourth chapter examines the 
bodyspace of the exterior. The fifth chapter traces the social relations embedded in the 
1 "Bodyspace"is a term invented by Duncan (1996) as the title of a book in which articles that place 
gender and sexuality (in both corporeal and discursive terms) squarely on the investigation of place and 
space, are collected. 
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two contested bodyspaces, and the relations' linkage with the interest of the 
privileged class as well as that of the city image. Whilst the third and the fourth 
chapters take into account the general body and spatial practices in, the sixth chapter 
draws the gaze of tourists at the Centre as the primary focus, because tourists are vital 
to complete the city spectacle. Moreover, it is argued that the construction of the city 
structure, which in turn is sustained by the distinctions between bodyspaces in 
different cities, is crucial to the survival of a city in the age of globalisation, because 
every city needs to maintain its indigenous character and identity in order to compete. 
The last chapter is a review of the findings in relation to the subject of space, body and 
power. The most important task of this chapter will be to argue, with reference to the 




Theorising Space, Body, Power and Play 
This chapter will initially state the importance of space and body and their 
mutual dependence. Reviews will draw heavily on the theories of Henri 
Lefebvre and Michel Foucault, as these two theorists are the few that have given 
a comprehensive account on the intricate relationships of space, body and power. 
While maintaining body and space can produce each other, I would argue that 
neither Lefebvre nor Foucault have provided a satisfactory solution on how the 
body could resist the hegemony and power underpinning in the space, despite 
both of them having asserted that body is the weapon of struggle. Therefore, in 
the second part, I will draw on other theories which link the resistant body with 
play or leisure. Whilst these theories elucidate the power of play, the literature 
reviews in the third section reveal how leisure in modem times is being 
politicised and colonised by the bourgeoisies. Drawing the conclusions from 
all these three parts, the fourth part formulates the research problematic and 
links leisure with the power play of body and space. 
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Chapter.l 
Theorizing Space, Body, Power and Play 
This chapter will first state the importance of space and body and their mutual 
dependence. Reviews will draw heavily on the theories of Henri Lefebvre and 
Michel Foucault, as these two theorists are among the few that have given a 
comprehensive account on the intricate relationships of space, body and power. 
While maintaining body and space can produce each other, I would argue that 
neither Lefebvre nor Foucault have provided a satisfactory solution on how the 
body can resist the hegemony and power underpinning space, despite both of 
them having asserted that body is the weapon of struggle. Therefore, in the 
second part, I would draw on other theories which link the resistant body with 
play or leisure. Whilst these theories elucidate the power of play, the literature 
reviews in the third section explain how leisure in modem times is being 
politicized and colonized by the bourgeoisies. Drawing conclusions from all 
three parts, the fourth part formulates the research uncertainties and links leisure 




The Interrelations of Space and Body 
Space matters (Foucault, 1980)! It is the milieu of everyday life. As Foucault 
argues, space is fundamental in any form of communal life and any exercise of power, 
(Foucault, 1984). Illustrated with Bentham's Panopticon, Foucault (1977) delineates 
how space is being configured to execute the dividing practices, reinforce the power 
of discourse, as well as incorporate power/knowledge. Hence, space is instrumental 
and political. In Berger's (1974) words, space hides consequences from us. As 
Lefebvre (1991b) has also contended, space is often being made, used and dictated 
by the hegemonic class, which is, in the time of capitalism, the bourgeoisie, to 
reproduce social relations of production. Controlling the access of information, 
wealth and knowledge, the hegemonic class is able to secure their domination over 
the subordinate groups through the tactics of inclusion and exclusion. A 
core-periphery spatial relationship is produced as a result. The spatial order 
therefore is also a representation of the vertical class structure, which Soja (1989) 
calls the space-to-class homology. Reproducing the class structure, the spatial 
organisation is regarded as elementary and crucial to the operation and even survival 
of capitalism (Harvey, 1989; Jameson, 1981; Massey, 1984; Smith, 1984)，because 
the reproductions of class relations are deemed to be constitutive of capitalism. 
Nonetheless, more importantly, space is emphasised because it is not something that 
is external and irrelevant to us. Rather, as Lefebvre (1991b) identifies, it is both 
external as much as internal to us, because "each living body is space and has its 
space: it produces itself in space and it also produces that space" (p. 170). An 
individual situates his body in space and apprehends the space through body. 
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Henceforth, not only space matters, but bodies matter (Bulter, 1993) too! Recently, 
body has been highlighted as an imperative problematic in the field of social science. 
It is regarded as a dramaturgical tool for the presentation of the self and the 
enactment of ‘interaction rituals' (Goffman, 1963); a visible carrier of the self 
(Featherstone, 1991); a physical capital upon which class and taste distinctions can 
be drawn (Bourdieu, 1984); the site of the performance of gender identity (Bulter, 
1993), of individual style constitution and marking (Shilling, 1993); the principle 
field of political and cultural activity (Turner, 1992); the carrier of power/knowledge 
(Foucault，1980; Grosz, 1994); and the medium of reflexivity and self-management 
(Giddens 1991). These are just a few examples amongst the bundles theorising about 
bodies in the field, yet altogether they demonstrate the significant role of body to 
both individual actors and the society as a whole — on the one hand, self can 
construct identity via the volatile, mutable and malleable body; on the other hand, 
body is disciplined and marked to reproduce the social relations of various forms, for 
example, gender, class and ethnicity. Body, as Giddens remarks, is both enabling 
and constraining. Without a doubt this remark is key to the question on the dialectics 
of structure and agency, for an enabling body acts as a mechanism for change. 
However, many of the above-mentioned theorists, except Bourdieu\ Foucault and 
Grosz, have paid little attention to the mutual dependence of both the existential and 
analytical mode of body and space. The fact that “each living body is space and has 
its space" requires one to take both body and space into account in the examination 
of either spatial or body politics�. Ignoring either of these two aspects would result 
in a failure to give a full representation of power operations, as well as a fail to 
1 More strictly speaking, although Bourdieu has noticed the existence of a dialectical relationship 
between space and body in Outline of a Theory of Practice (1977)，he does not develop it into a 
coherent theoretical framework for analytical uses. 
2 Although Giddens has given thorough examination on both the issue of time-space and body, he 
does not draw the two into the same analytical plan. 
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provide a satisfactory account of how resistance and the dialectic between structure 
and agency canbe renderedpossible. Above all, a genuine resistance must be a 
resistance staged in the ‘space，of everyday life, and an authentic dialectic must also 
be a dialectic that can transform our living space and the social space, which is at one 
the ‘field of action，and the ‘basis of action', given and potential, a work in progress 
but also a product (Lefebvre 1991b). 
Regarding the interactions between space and body, Lebebvre writes that as a basis 
of action, space commands, governs and conditions a body's behaviour patterns with 
the law underpinning the architectural design of space, which is, the gestural systems. 
The law of space sustained by the materials (bricks, wood, steel, marble stone) and 
the materiel (arches, pillars and columns, openings and enclosures, etc.) used in 
architecture produce living bodies. They organise, ritualise and codify their gestures 
with their own distinctive traits, because the materials and the materiel are 
themselves symbols and signs. For instance, rigid, right-angled furniture used in 
the Western world oblige people to perform constricted postures, which in turn can 
be viewed as a sign the Western's pursuit of rationality. Whilst the gestural systems 
are bounded by the space, gestures also generate the space by imposing it a rhythm. 
In this sense, although body and space are incontestably separating entities, they are 
mutually defining, since gestures must be bodily produced. It is under this 
proposition that Lefebvre's avowal of ''(social) space is a (social) product'' (1991b: 
26) can be apprehended as it implies (social) space is a product of bodily practices. 
Grosz (1995) has extended the link between body and space to that of body and city. 
She remarks that the built environment, order and organisation of the city provide the 
context and coordination for the production of the contemporary forms of the 
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corporeality of body. Reminiscent of the mutual defining relationship of body and 
social space in the Lefebvrean theory, Grosz perceives a two-way linkage between 
bodies and cities, of which she defined as an ‘‘interface” and even a "cobuilding" • 
According to Grosz, this model of the relations between bodies and cities sees the 
two entities as “assemblages or collections of parts, capable of crossing the 
thresholds between substances to form linkages, machines, provisional and often 
temporary sub- or micro-groupings" and their interrelations a fundamentally 
disunified series of systems (1995: 108). This is to prevent the model from 
becoming a holistic one that stresses the unity and integration of city and body, 
which will inhibit a ‘cobuilding，to occur. In the age of globalisation when every 
city strives to establish itself as a creative city in order to cultivate an indigenous 
identity and increase its competitive power, Grosz ’s constitutional model of body and 
city provides a strong implication and justification for the current emphasis of body 
politics. Body (politics) matters not only because it is concerned with the life 
project of individuals, but it also counts because it is connected with spatial, city and 
even state politics. 
Both Lefebvre and Grosz note that body and space are mutually defining and 
establish each other. Yet if “bodies - deployment of energy - produce space and 
produce themselves, along with their motions, according to the law of the space" 
(Lefebvre, 1 991b: 1 71)，how can bodies transgress the prohibitions laid under the 
law of space? In other words, how can fresh actions be permitted in social space? 
Moreover, if the spatially confined gestural systems necessarily embody ideologies, 
(ibid: 215), are the spaces produced by bodies with their gestures only reproductions 
3 The term "cobuilding" has not yet appeared in the original text of "Bodies-cities" in Grosz，s Space, 
Time, and Perversion (1995). It is added onto the text of the same name collected in Nast & Pile 
(eds). Places through the body (1998). 
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of the existing social relations? If this is so, how can body co-build the city? To 
answer these questions we need to return to power. Both space and body must be 
endowed w ith p ower if any h egemony, n egotiation and r esistance r elationships d o 
exist between them. However, power must not be understood as political power in 
its absolute sense, i.e. the power of political body such as the state or bureaucracies, 
for this will bring power back to institutional power and hence disavow the body's 
active capacity of rendering resistance. 
In critique of the f atal weakness o f d eterminism of s tructuralism, F oucault (1980) 
argues that power is not something possessed only by the dominant group, but is 
shared amongst every individual if resistance can really be ensued. Examining the 
emergency of the new discipline of social science, such as psychiatry (1967) and 
criminology (1977), Foucault discovers the modem regime of power is practised 
through a combination of bio-power and knowledge. By bio-power, he refers to 
‘the materiality of power operating on the very bodies of individuals' (1980: 55). It 
is through the corporal body that the power of knowledge, or the normalizing 
discourses, is exercised and circulated. Therefore, each body is a vehicle of 
power/knowledge, for both power/knowledge demands the site of body to be 
effective and in play. Moreover, Foucault suggests the effect of power over body is 
productive rather than repressive, since he argues (1980: 119), 
What makes power hold good, what makes it accepted, is simply the fact that it 
doesn't only weigh on us as a force that says no, but that it traverses and 
produces things, it induces pleasure, forms knowledge, produce discourse. It 
needs to be considered as a productive network which runs through the whole 
social body, much more than as a negative instance whose function is repression. 
Being invested with 'productive' power, body is then equipped with the capacity of 
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resistance, as Foucault writes, "Power, after investing itself in the body, finds itself 
exposed to a counter-attack in that same body" (1980: 56). In recognition of the 
existence of bio-power of individuals, Foucault seems to have provided a new means 
to revolt through body politics. 
However, the same problem of rivalry between the microbody politics and 
macrospatial politics remains unsolved in the Foucauldian interpretation of the 
interrelations between body, space and power. Despite his attempt to render the 
possibility of resistance by inverting the traditional concept of power as repressive to 
productive and recognizing the presence of bio-power, Foucault contradicts himself 
when he supposes the power/knowledge is institutional, as highlighted by his famous 
instances of Panopticon and other institutions like hospitals, schools, asylums, and 
factories where disciplinary knowledge and new discourses are constituted and 
manoeuvred via the mechanism of specialisation. Nevertheless, the discourses and 
disciplinary knowledge produced are subjected to the rule of the dividing practices of 
normalisation. By that, power/knowledge is identified with power/knowledge of 
normalisation. Bodies, being carriers of power/knowledge and the effects of 
discourses, in fact are docile, institutionalised bodies through which the repressive 
force of power/knowledge on abnormal and anti-institutional bodies are perpetually 
produced and reproduced. In this regard, bodies are still being conceived as 
instruments of the dominant group to exercise power as space, whereas the micro 
‘power’ of bodies produces nothing but the hegemony of the macro 'power' in the 
form of institutions. As a result, despite the proposition of power as capillary, 
material and productive, Foucault fails to provide satisfactory answers on the 
accounts of resistance as well as the dynamic flow between body and space. 
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The drawback of the Foucauldian interpretation on body and space, according to 
Lefebvre (1991b), is his reduction of both body and knowledge to discourse. 
Lefebvre discerns, the body, which enacts social practices, irrefutably includes 
discourse but which cannot be reduced to it, since perceiving a body as an effect of 
discourse is in actuality denying the practico-sensory quality of body, thus detaches it 
"from play, from the gestures of ritual and from the erotic realm" (p. 204). To 
Lefebvre, it is the ‘total body' which encompasses the practical and the fleshy that 
constitutes and experiences life and produces the space. Conversely, space does not 
exist in the projection of an intellectual representation nor arise from the 
visible-readable realm (the abstract and analytical level); rather it is first of all heard 
(listened), and enacted (through physical gestures and movements) (p. 200). The 
emphasis of the total body, in Connell's words, is to recognize the fact that "the 
materiality of bodies matters" (2001: 17). 
Similarly, Lefebvre criticises the strategy of centring knowledge on discourse 
rendering it incapable of answering a theoretical question that it raises itself, which is, 
"do sets of non-verbal signs and symbols, whether coded or not, systematised or not, 
fall into the same category as verbal sets, or are they rather irreducible to them?" 
(1991b: 62). Lefebvre has pointed out there are some non-verbal signifying sets such 
as music, painting, sculpture, theatre, which in addition to the text or pretext embrace 
the spatial dimensions of gestures, masks, costumes, etc. and are irreducible to the 
mental realm. Therefore, discursive knowledge constitutes only part but not the 
totality of the power of a space. I believe this is fundamental if body, which 
Foucault understands to be the vehicle of power/knowledge, can produce 
‘knowledge，and ‘power’ or the capacity of resistance other than the institutional 
knowledge. In fact, instead of conceiving power/knowledge as a primordial role, 
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Lefebvre rightly avows: "Prior to knowledge, and beyond it, are the body and actions 
of the body: suffering, desire, pleasure" (1991b: 135). Only retaining the 
practico-sensory quality of body can a production of ‘new’ space and a transgression 
of the existing social relations can be put into reality, as Lefebvre writes: 
The body will not allow itself to be dismembered without a protest，nor to be 
divided into fragments, deprived of its rhythms, reduced to its catalogued needs, 
to images and specializations. The body, at the very heart of space and of the 
discourse of Power, is irreducible and subversive. It rejects the reproduction of 
relations which deprive it and crush it. What is more vulnerable, more easy to 
torture than the reality of a body? And yet what is more resistant? [The] human 
body resists the production of oppressive relations - if not frontally, then 
obliquely. It is of course vulnerable. But it cannot be destroyed without 
destroying the social body itself: the carnal, earthly Body is there, everyday. It is 
the body which is the point of return, the redress — not the Logos, nor 'the 
human'. (1976:89, cited in Gardiner, 2000: 97) 
Although Grosz draws her theories on body, space and power heavily from 
Foucault's conceptualisation, she is aware of the problem of envisaging knowledge 
as discourse or contemplation. She clearly notes, "Knowledge is an activity; it is a 
practice and not a reflective contemplative reflection. It does things” (1995: 37). 
More importantly, analysing the reason for the overwhelming masculinity or 
maleness of knowledge in the Western traditions, Grosz discerns that knowledge 
stems from nowhere but the body: 
Knowledges are a product of a bodily drive to live and conquer. They 
misrecognize themselves as interior, merely ideas, thoughts, and concepts, 
forgetting or repressing their own corporeal genealogies and processes of 
production. They are products of bodily impulses and forces that have mistaken 
themselves for products of mind. (Ibid) 
In Grosz，s theory, body is not simply a passive receptor of knowledge. Reminiscent 
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of Lefebvre who sees the sensual body with its deployment of energy as a lethal 
weapon of resistance, Grosz's impulsive body as the ‘producer，of knowledge 
embodies the potentiality to struggle through a counter-strategic re-inscription on 
itself as well as on social practices too (1995, 1997). Body therefore, is the site of 
the production of new kinds of knowledge and rebellious power. It is the allegation 
of body's enabling capacity, i.e. its productivity of power in both Lefebvre and 
Grosz's theories that solves the problem of how body contests with the political 
power which manipulates space. As Bendelow and Williams note (1998:49), "how 
individuals, as embodied agents, begin to assert control over the (reified) social 
institutions they have created.” To reframe the question in the context of body and 
space, it would become how body contests and negotiates with the institutional 
power or political power embedded in space upon which body itself necessarily 
locates and acts? 
II 
The Power of Play and Leisure 
[Play] has the power of the weak, an infantile audacity in the face of the strong. 
To ban play is, in fact, to massacre the innocents. If man is a neotonic species, 
play is perhaps his most appropriate mode of performance. (Turner, 1987: 169) 
Play, indeed, is derived from the Anglo-Saxon plega, meaning a game, a sport, 
skirmish, fight or battle. This, in turn, is related to the Latin plaga, meaning a blow, 
stroke or thrust. But a comprehensive account of theories of play only appeared in 
1933, when John Huizinga, the rector of the University of Leyden, chose the theme 
of an important oration, "The Cultural Limits of Play and the Serious", and defined 
‘play，in his celebrated book, Homo Ludens ("man at Play，，，or "Man the Player") as 
follows: 
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Summing up the formal characteristics of play we might call it a free activity 
standing quite consciously outside ordinary life as being not serious, but at the 
same time absorbing the player intensely and utterly. It is an activity connected 
with no material interest, and no profit can be gained by it. It proceeds within its 
own proper boundaries of time and space according to fixed rules and in an 
orderly maimer. It promotes the formation of social groupings which tend to 
surround themselves with secrecy and to stress their difference from the 
common world by disguise or other means (1950:13) 
Such a definition, as the French scholar Roger Caillois argues, ignores the fact that 
play is often spectacular or even ostentatious, as the very nature of mystery dissolves 
in the act of play, which is devised to make visible what has been hidden. In 
addition, Huizinga's definition of play as action divested of all material interest also 
excludes bets and games of chance such as gambling that might involve economic 
effects. Having scrutinised different kinds of play and games, Caillois had further 
categorised them into four groups: agon (competition), alea (chance), mimicry 
(simulation), and illnx (vertigo). Furthermore, these four categories may be placed 
upon a continuum representing an evolution from paidia to ludus. Paidia, from the 
Greek word meaning "child," stands for “an almost indivisible principle, common to 
diversion, turbulence, free improvisation, and carefree gaiety ... uncontrolled 
fantasy" (1979:13). The anarchic and Latin word meaning “a play, a game," which 
Caillois sees as binding paidia "with arbitrary, imperative, and purposely tedious 
conventions, [opposing it] still more by ceaselessly practicing the most embarrassing 
chicanery upon it, in order to make it more uncertain of attaining its desired effects" 
(Ibid). Ludus, on the other hand, represents calculation, contrivance and 
subordination to rules; it functions to provide a general training for coping with 
obstacles in the day-to-day world. 
Besides the depiction on the evolutionary development of play from paidia to ludus, 
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from the Dionysian mimicry and ilinix to the Apollonian agon plus aleas, from the 
unleash of emotions to cultivation of rationality, one very important point in 
Caillois's amendments to the theories of play is his review of the influence of social 
structure on play, and his discovery on play's competitive dimension. Nonetheless, 
as Turner (1987) suggests, C aillois's scheme o f play and p olarisation o f p lay into 
"primitive" and “rational” see society solely from the positivist perspective, thus 
ignores the power of play as an agent to create a dialectical nature. 
In a critique of Huizinga and Caillois conceptualisations of play, Victor Turner 
perceives play as "a liminal or liminoid mode, essentially interstitial, 
betwixt-and-between all standard taxonomic nodes, essentially 'elusive' — a term 
derived from the Latin ex for 'away' plus ludere” (ibid, 168). Citing Roger 
Abrahams, Turner conceives play is not just “having fun" but "making fun" of 
people, things, ideas, ideologies, institutions and structures. Also, ‘play’ is, as 
Csikszntamihalyi described, "Actually, Walter Skeat derives the English verb 'play' 
itself from the Anglo-Saxonplegian, 'to strike or clap'; the Anglo-Saxon nounplega 
means not only ‘a game, sport，but also, commonly, 'a fight, battle,'" Turner discerns 
(p. 169). Moreover, he deems that play is in the subjunctive mood, meaning that it 
embodies possibilities and allows contingent or hypothetical actions that reverse the 
indicative system to occur. Highlighting the essential character of liminality of play, 
Turner has given 'play' a distinguished role in the constitution of a dynamic society 
and a domain of equality, of which he calls communitas, as liminality i mplies the 
possibility of mutation and variation, play is destabilising, ‘processual，，and ‘anti，in 
nature, thus it is critical for the attainment of dialectical structure. Therefore, the 
power of play is what Caplan (1974) discerns as a revitalizing agent: “play is a 
diversion from routines, from cultural demands and pursuits. It transcends ordinary 
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behaviour" (1974: xvii). What limianlity refers to is this diversion and transcendence. 
By emphasising the liminality of play, Turner explains how the individual can stand 
outside the ordinary flow of collective values, axioms, conventions and eventually 
transform culture. As Turner (1992: 57; cited in Rojek 2000: 148) states: 
Liminal phenomena ... are often subversive, representing radical critiques of the 
cultural structures and proposing Utopian alternative models ... Liminal and 
liminoid phenomena constitute metalanguages (including non-verbal ones) 
devised for the purpose of talking about the various languages of everyday, and 
in which mundane axioms become problematic, where cherished symbols are … 
reflected upon, rotated, and given new and unexpected valences. 
Richard Schechner (1993), however, argues that definitions of play are necessary to 
separate play from playing. He avows that 'playing' is a more appropriate word to 
signify the character of liminality intrinsic in what Turner and others would call 
‘play’，since he perceives the liminality of ‘play，as a combination of maya and lila -
Sanskrit terms for illusion and play. In addition to lila, which is etymologically 
related to the Latin Indus, playing involves an extra aspect of transformability, since 
according to 0’ Flaherty (1984), maya can often be translated as "transformation". 
The clarification Schnecher has made on play/playing may be useful under some 
circumstances; nevertheless, the key point to be noted is the quality of 
"transformability" and "liminality" implicit in either the words of play or playing. 
The liminality of play or playing is best illustrated with what Bakhtin (1984a, b) 
coins as "camivalesque", as Tuner cogently says: "Clearly, carnival is a form of 
play" (1987: 124). Camivaleque is the spirit of carnival. During carnivals, usual 
norms and rules that govern the comparably routine daily life are transgressed; class 
order and social hierarchies are broken down momentarily; it is the denizen of a 
place which is no place, and a time which is not time. The canivalesque image, as 
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Bakhtin states, "brings together, unifies, weds, and combines the sacred with the 
profane, the lofty with the low, the great with the significant, the wise with the 
stupid" (1984b: 123). Therefore, camvalesque, like liminality, underscores the 
inevitability of change and transformation. As Gardiner, who cites Clark and 
Holquist (1984: 312) writes, "carnival represents ‘life turned inside out，： 
'incompleteness, becoming, ambiguity, indefmability，non-canonicalism - indeed, all 
that jolts us out of our normal expectations and epistemological complacency，，，(2000: 
65). It portrays profound challenges to the bourgeois ideals of predictability, 
stability and closure, (Gardiner 1993, 1999). Underpinning the inversion of orders 
however, are the explosive and rebellious energies supplied by the sensuous, 
libidinous body, as characterised by the ‘grotesque body' in the carnivals (Bakhtin 
1984). Grotesque stresses the sensual, the fleshy and inter-corporeal aspects of 
human existence. A grotesque body acts to "degrade, bring down to earth, turn their 
subject into flesh" (Ibid: 20). Assimilating the material world and merging with 
other beings and animals that populate it, the fleshy body transgresses its own limits 
and becomes an open, unfinished, boisterous and multifarious entity. In this view, 
not only play is essential to the transformation of society and the self (whether play is 
characterised by liminality, maya-lila or camivalesque), but the somatic body is 
primary to contrive play too. The power of play in this case correlates with the 
‘power’ of the body in a positive way. 
Although never speaking specifically about the power of the 'body', Lefebvre 
actually draws a similar view with Bakhtin on the constitutional relations of play 
(carnival) and sensuous body. The word used by Lefebvre to denote the liminality 
or the camivalesque of play or leisure is ‘festivity’ (1991a), whereas the Lefebvrean 
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connotation of festivity is an echo of the Dionysian spirit in ancient Greece" .^ The 
Dionysian spirit celebrates passion over reason, emotion over rationality, chaos over 
order, becoming over being. It contains the libidinal, unleashes the suppressed 
human potentialities, creates 'counter-spaces', enables the reconciliation of mind and 
body, man and his self, man and others as well as the nature^. Just as the grotesque 
body, the body of festivity retains the expressive and sensuous quality through which 
it “break(s) with the monotony of the everyday, to find spaces of freedom and 
jouissance”, (Lefebvre 1988: 32，cited in Gardiner, 2000: 96). However, although 
festivals contrast with everyday life, Lefebvre states that ‘they were not separate 
from if from the start (1991a: 207), as he continues: 
They (festivals) were like everyday life, but more intense; and the moment of 
that life - the practical community, food, the relation with nature 一 in other 
words, work — were reunited, amplified, magnified in the festival. Man, still 
immersed in an immediate natural life, lived, mimed, sang, danced his relation 
with nature and the cosmic order as his elementary and confused thoughts 
‘represented，it. On the same level as nature, man was also on the same level 
as himself, his thoughts, the forms of beauty, wisdom, madness, frenzy and 
tranquility which were available to him. In his reality, he lived and achieved 
his potential. Feeling no deep conflict with himself, he could give himself 
up - in that magnificent state of balance which was the peasant community - to 
his spontaneous vitality. No aspect of himself, of his energy, his instinct was 
left unused. Perhaps he was basic and elementary, but at least he lived without 
being 'repressed'; and maybe he sometimes died appeased. 
No matter in Turner, Schechner, Bakhtin or Lefebvre's theories, play/playing/leisure 
all occupy a fundamental role in accounting the possibility of transformation and 
4 Lefebvre sometimes play and leisure interchangeably in his texts, though he tends to use leisure to 
refer to play in modernity in general. Actually, as Kelly (1996) writes play, leisure and recreation 
are always interchangeable in their usages, though one might make a clearer distinction by 
identifying 'play' as 'non-restraining' and satisfaction-leading activities by children, 'leisure' as 
those involve adult participation and 'recreation' a even broader application that includes play and 
non-play activities. In this thesis, the three words of play, leisure and recreation would be used 
interchangeably. 
5 Please see also Shields (1999)，pp. 65-77，96-102 and Gardiner (2000) pp. 86-101 
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change in both the societal and individual level. More importantly the sensuous 
body in play retrieves its full potentiality and is therefore capable of staging revolts 
against the existing structures. Play and 1 eisure is the site where body is able to 
contest with the political power embedded in space. In short, the power of play 
entails the power of body, thus of bodily revolts and transformations. 
Ill 
Leisure in Modernity 
The Oxford English Dictionary contains sixteen definitions of leisure, among them 
leisure as "the state of having time at one's disposal; time which one can spend as 
one pleases; free or unoccupied time，，comes closest to contemporary understandings 
(Koshar, 2002). This interpretation of leisure, however, bears the same weakness 
with the functionalist's understanding of leisure as emancipative (e.g. Dumazedier 
1967，1974; Parker 1983; Wilensky 1960) by overstating individual freedom and 
choice (see Rojek 1985, Ch. 4). As Lefebvre (1984, 1991a, b) and Debord (1987) 
note, leisure is no authentic escape or freedom but pseudo-enjoyment where the 
problem of alienation is inherent in the social organisation of capitalism which still 
cannot be overcome. Whilst festivity and leisure was an integral part of the daily 
life in pre-modem times, leisure has now become contradictory in relation to the 
everyday life (Lefebvre 1991a, b). The purpose of leisure is to offer distraction, 
entertainment, and repose for individuals from normal prohibitions during work, to 
escape from routines and to compensate for the difficulties of everyday life. The 
discreteness of the once integrated elements of the everyday (work — leisure activities) 
implies alienation. Moreover, with the advent of technical and technological 
developments, modem leisure, even eroticism, is always in lack of genuine 
sensuality - a sensuality which implies beauty or charm, passion or modesty, power 
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over the subject of desire and fulfilment (1991a: 35). As a result, modem leisure 
leads people further away from the realm of everyday life and hence is more 
alienating. 
Not only the separation of daily life and festivity characterises modem leisure, the 
political organisation of leisure is another outstanding feature of leisure in the epoch 
of capitalism. Instead of a free domain, leisure is an assimilated part of the ‘system，. 
Under the system, leisure space is supplied by the agencies of institutional power and 
by their mechanisms of control; it is, like other spaces, governed, ordered and 
embedded with sets of social relations via the tactics of inclusions and e xclusions 
(Lefebvre 1991b). For instance, Zukin (1995) has highlighted how New York City 
parks were redesigned to keep mental patients and homeless people away from the 
places in last decade. Moreover, setting order and symbolic boundaries amongst 
diverse forms of leisure such as the distinction of high and pop culture, class 
hierarchies are reproduced (Bourdieu, 1984). Although research has shown that 
there are significant differences between socio-economic and symbolic boundaries 
(Lamont 1992)，and that the association between class and consumption of culture is 
diminishing in a postindustrial, consumer society where lifestyle is being emphasized 
more and more (Halle 1992; Munters 1977)，distinctions based on status have not 
disappeared completely. The effect of class actually varies from country to country 
with different gender composition and ethnic, religious backgrounds (Katz-Gerro, 
2002). In addition, Rojek (2000) analysed how abnormal leisure practices are being 
marginalised to maintain the status quo. As the etymology of 'leisure', which 
derives from the Latin word licere that means ‘to be lawful’ or ‘to be allowed' 
implies, leisure is always subjected to constraints and surveillance (Rojek, 1985). 
To sum up, all these studies illuminate that leisure is political in our age, and leisure 
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practices are by no means neutral without political consequences. 
IV 
Research Problematic; Leisure and Power Play 
‘Leisureliness，is not necessarily confined to leisure institutions. Homo ludens is 
released from the rule of homo faber, (Rojek 1995: 188) 
Certainly, modem 1 eisure, at its outset, is a field worthy of study, because it, 1 ike 
space, hides consequences from us. Whilst most leisure studies have already drawn 
their focus on class or other social relations embedded in leisure spaces and practices, 
few have put the emphasis on the politics of leisure body and have related them to 
the politics of leisure space. Body and space necessarily coexist with each other. 
Therefore, this research attempts to examine how the politics of leisure operate on 
both the sites of body and space. In doing so, it hopes to unmask the political 
consequences and power relations behind the leisure spaces and bodies, 
Lefebvrestates, leisure space is the epitome of all other contradictory spaces, as he 
writes: 
This space further reveals where the vulnerable areas and potential 
breaking-points are: everyday life, the urban sphere, the body, and the 
differences that emerge within the body from repetitions (from gestures, 
rhythms of cycles). The space of leisure bridges the gap between traditional 
spaces with their monumentality and their localizations based on work and its 
demands, and potential spaces of enjoyment and joy; in consequence this space 
is the every epitome of contradictory space. This is where the existing mode 
of production produces both its worst and its best - parasitic outgrowths on the 
one hand and exuberant new branches on the other - as prodigal of 
monstrosities as of promises (that it cannot keep). (Lefebvre, 1991b: 383-385, 
6 "Homo ludens" is man at play and "homo faber" means man at work. 
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my emphasis added) 
Hence, to paraphrase Attali who writes, “my intention here is not only to theorise 
about noise, but to theorise through noise，，，(1985:4) in his study of the political 
economy of music; the intention of this research too is not only to theorise about 
leisure, but to theorise through leisure. To theorise through leisure means that the 
social, spatial and bodily relations unmasked in the leisure study might give us a 
better understanding about the power relations implanted in other sectors of the 
society. Nonetheless, a more pressing concern of research on the relation of leisure 
body and space is to investigate how leisure bodies can negotiate with the 
institutional or political power in leisure spaces. This is particularly important 
because leisure is where human potentialities can be best used and unleashed, where 
the playful, sensory-sensual and subversive body can transgress the existing norms 
and create changes, and where the production of new space may come true. Thus a 
scrutiny on the interactions on the micro leisure bodies and the macro leisure spaces 
is to search for how body politics can really be performed on the one hand and how 
the dialectics between structure and agency can be achieved through the body 
politics on the other. In short, this research examines not only the power relations 




This chapter will firstly explain why the site of Hong Kong Cultural Center is 
selected as the field to examine the power play between body and space, and will 
be followed by the illustration of the theoretical framework used in this study. 
The reason for examining bodyspace instead of social space is also explained in 
this section. Research questions will then be derived from the framework. 
Following this will be the elaboration of methodology with the ending o f this 





The Site of Study： Hong Kong Cultural Centre 
Fig. 2.1 A top-shot view of Hong Kong Cultural Centre 
Hong Kong Cultural Centre (fig. 2.1) is probably one of the most familiar leisure and 
cultural spaces that not only locals but also tourists visit in Hong Kong. To many 
people, it is definitely not a 'playground'. In fact, the centre is promoted by the 
Hong Kong Tourism Board and positioned by the Hong Kong SAR government as a 
world-class venue for performing arts, according to the opening page of the Cultural 
Centre's website notes: 
"The inauguration of the Hong Kong Cultural Centre marked a new era in the 
development of the performing arts in Hong Kong. The Hong Kong Cultural 
Centre was designed by the Architectural Services Department. The 
foundation stone of the Auditoria Building was laid in 1979. Construction 
began in 1984 and was completed in 1989. Since its grand opening on 8 
November 1989, the Cultural Centre has remained the ideal performing venue, 
offering a diversity of cultural and entertainment performances and activities to 
both the Hong Kong residents and tourists. 
The Hong Kong Cultural Centre occupies a prime site on the Kowloon 
waterfront with its advanced facilities. It attracts the widest range of 
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world-class performances including concerts, operas, large-scale dance and 
drama productions, experimental theatre and sophisticated musicals. It is also 
ideal for film screenings, conventions, conferences and exhibitions.^" 
Even so, the Hong Kong Cultural Centre, which is now under the supervision of the 
Leisure and Cultural Services Department (LCSD)，is a playground: a ground or 
place for a ctivities o f p lay^. When it was i n i t s p lanning s tages, i n 1 974，i t first 
appeared as "an additional and larger complex in Kowloon" that was targeted to meet 
the demand for greater cultural facilities, according to the 'entertainment' section of 
Hong Kong Yearbook 1974. It was only in 1978 that the name of 'Hong Kong 
cultural complex' appeared. The complex consists of Space Museum (Phase I), a 
double auditorium block that houses the Concert Hall, the Grand Theatre, the Studio 
Theatre with seating capacities of 2,019, 1,734 and 321/496，a restaurant block, the 
gardens and the open piazzas encompassing the main building (Phase II)，Hong Kong 
Museum of Art (Phase III) and the Teddy Bear Kingdom^ (Phase IV) (please see fig 
2.2.4) However, what we understand as the Hong Kong Cultural Centre today refers 
usually to the main auditoria building and the open space encompassing it, and is 
also what I refer to when mentioning the Hong Kong Cultural Centre in this thesis. 
Whilst the Auditoria Building is used mainly for the presentation of performing arts, 
one can really see many people really practice activities of playing in the gardens and 
the piazza of the Centre: old men and women playing ‘tai chi，in the mornings, 
couples cuddling having a nice stroll along the beautiful waterfront in wonderful 
1 From http://www.hkculturalcentre.gov.hk/index_e.htm 
2 Before the Leisure and Cultural Services Department was set up on January 1，2000，Hong Kong 
Cultural Centre was under the supervision of Urban Council from 1989-1997 and the Provisional 
Urban Council from 1997-1999. 
3 The Teddy Bear Kingdom, which is included as the phase of the project, is not originally 
included in the cultural complex project when it was first initiated in the 1970s. According to the 
tour guide of the center, the Idngdom is a joint venture between the government and the New World 
Development Ltd. 
4 The Teddy Bear Kingdom of Phase IV is located at the Palace Mall in the map. 
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evenings, young and old 'musicians' playing pop and nostalgic songs with western or 
Chinese music instruments on weekend nights, the raging youth skateboarding, break 
dancing or riding waywardly on their showy bikes still seen at midnight, the rousing 
crowd counting down together at New Year's Eve.... 
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Fig. 2.2 The cross section plan of Hong Kong Cultural Centre 
At first glance, this site of pleasure generating from the wide variety of leisure and 
cultural activities seems to be a heaven, a Utopia where one can momentarily be 
relieved from the stress of work, breathe the air of freedom and enjoy life by either 
seeing a performance inside the center or performing leisure activities in the garden 
outside the main building. These activities, albeit the different natures - serious or 
casual, ‘high，or pop, scared or profane, can be generally regarded as activities of 
play, whereas play is understood in its broadest sense of including both leisure and 
recreational activities. However, with a closer examination of the spatial 
configuration of these play practices, it has been noted that this unitary whole 
'playground' is indeed sectioned in a core-periphery manner with serious, ‘high， 
cultural activities concentrated in the centre, i.e. the Auditoria Building with the 
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popular, profane leisure taking place at the margin, i.e. the gardens and the piazzas. 
Borrowing and modifying a little of Stebbins's terminology of serious leisure^(1992), 
and casual leisure (1997). I have used the serious cultural space term for the 
central area and the causal leisure space for the outer margin. Roughly sketched, the 
specialisation of the play activities can be shown in the diagram below: 
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Fig. 2.3: The spatial configuration of activities at Hong Kong Cultural Centre 
Undoubtedly, this division of serious cultural space and casual leisure space at 
Cultural Centre is not an absolute segregation, especially when the boundaries of 
'high' culture and 'pop' culture are increasingly becoming more diffused ^. 
Nonetheless, the line of division does exist if one judges from the major and ‘usual， 
5 In Amateurs, Professionals and Serious Leisure (1992), Stebbins invented the terminology "serious 
leisure" which he defined as "the systematic pursuit of an amateur, hobbyist, or volunteer activity 
that is sufficiently substantial and interesting for the participant to find a career there in the 
acquisition and expression of its special skills and knowledge" (p: 3) to differentiate these leisure 
practices from 'casual leisure' activities such as 'sitting at a football game, riding a roller coaster, 
taking an afternoon nap, watching television, observing a fireworks display, going on picnic' (ibid). 
However, the differentiation of 'serious' and 'casual' leisure would just be borrowed to replace the 
traditional categorization of culture into 'high' and 'low' in this thesis, since I think the two words 
cogently express how leisure hierarchizations are correlated with body performances, of which can 
be distinguished into serious and casual bodily performance as well. A thorough analysis of the 
correlation would be given in the next two chapters. 
6 For instance, some serious music performances would be presented in the piazza in the Art and 
Funfair programs whilst some local popular, vulgar concerts such as the Wan Kwong and Cheng 
Kam Cheong Happy Concert that was presented in May 2004 also have been held inside the Center. 
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types of spatial practices that takes place in the spaces, as well as people's general 
perceptions of them. If the demarcation is a real one, Hong Kong Cultural Centre 
itself is already an inclusive contradictory leisure space in itself. Hence, it is a 
desirable site to investigate how the leisure orders are embedded in space. 
The naming of Hong Kong Cultural Centre already gives some implications of the 
order. Briefly speaking, the discourse of this cultural space as ‘centre，is constituted 
by three facts: 1) the centrality of the physical location of the venue in Tsim Sha Tsui, 
which is the Central Business District (CBD) zone, 2) the inclusion of performing 
arts, which is usually classified as high culture, 3) presentation of international and 
first-class performances, which contributes to the place, not only as a centre in the 
local context, but also a ‘centre’ in the symbolic order of the wider global space. Of 
the three facts, the first one tells the physical proximity, the second positions ‘high’ 
culture in superior to its opposite and the third one addresses city images competition. 
Derived from the second point, we can ask how negotiations and resistances of the 
subordinated groups in the margin are conducted to oppose the hegemony of the 
centre in a leisure space embedded with a clear core-periphery or serious 
culture-casual leisure spatial relation. From the third point we can investigate how 
such arrangements have contributed to the constitution of the city image, which is in 
fact a spatial order measured in terms of cities and countries. 
Moreover, the Hong Kong Cultural Centre is incontestably an institutionalised 
leisure and cultural space, as it is under the supervision of Leisure and Cultural 
Services Department (LCSD). In actuality, the year the cultural centre project was 
proposed is also the year that marks the new age of institutionalisation of recreational 
activities in Hong Kong. In 1973，Sir Murray MacLehose, the ex-colonial 
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Governor, announced that a Council for Recreation and Sport was to be set up. Its 
establishment was to give new impetus to the provision of more and better 
recreational facilities for the people of Hong Kong by providing advice on 
recreational facilities, particularly on how to expand and maximize their use, increase 
supervision of activities, and the extent and direction of financial assistance to 
amateur sport to the government 了 . The promotion of leisure and the 
institutionalisation of recreation at that time of course were not without political 
reasons. As Fong (1982), in examining “how the changing attitudes to recreation 
affect the New Territories countryside" reviews, the colonial government had 
commissioned a number of consultation groups to look into the feasibilities of 
creation and country park development; this was a result of the report on the 1966 
riot which suggested that the surplus energy of young people should be better 
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channelled so as to unleash the increasing tension of urban life . The establishment 
of a Council for Recreation and Sport and thereby the proposal of a cultural complex 
project were probably government strategies to channel the surplus energy of people 
in a constructive way. 
Under the British colonial rule, there was a non-intervention policy on economic 
development; Hong Kong was experiencing growing affluence as a consequence of 
rapid industrial progress started from late 1950s. To produce more wealth 一 the 
object of capitalism - high-rise buildings were rapidly erected; from a fishing port, 
Hong Kong speedily turned into an urban jungle during the 1960s. The crowd and 
congesting environment, together with the general increase of wealth among its 
citizens and the rise of a new middle class, created a pressing need for the production 
7 Hong Kong Yearbook 1974 p 164 
8 For further detail on the riot investigation，please see also Hong Kong Government Report (1967), 
Kowloon Disturbances 1966’ Report of Commission of Inquiry, Government Press 
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of leisure and cultural space. The rise of the Hong Kong Cultural Centre, a space 
for both serious cultural and casual leisure activities in which the leisure needs of 
different classes are catered, can therefore be understood as an intrinsic part in the 
process of industrialisation and urbanism. 
The space of the Hong Kong Cultural Centre is formerly the terminus of the 
Kowloon-Canton Railway. The railway symbolically marked the connection of 
Hong K ong w ith i ts m otherland. It w as a p lace w here m any H ong K ong p eople 
who came to Hong Kong from the mainland by train had their first sight of the 
beauty and glamour of Hong Kong when they stepped out of the KCR, (Chan, 1995). 
However, the connected spectacle was disconnected with the demolition of the old 
station in 1975. The act was, to borrow Kwok (1998), decontextualisation of the 
territory. It was said that there were fierce oppositions to the demolition of the old 
railway station, yet the colonial government maintained its decision. 
The leisure space of Hong Kong Cultural Centre is therefore a space of political 
consequences. It is invested with the interference of political power in many 
aspects, whilst the political power is always exercised via various institutions. In the 
following section, the institutional power operating upon the Cultural Centre would 
be traced. 
II 
Institutional Power at Cultural Centre 
Offering a diversity of cultural and entertainment performances and activities to both 
Hong Kong residents and tourists, Hong Kong Cultural Centre is itself an institution, 
whereas the meaning of institution is stated as being "an establishment, organization, 
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or association instituted for the promotion of some object, especially one of public or 
general utility, religious, charitable, educational, etc"^. Moreover, with a strict 
organizational structure which charts the roles of each employee (fig. 2.4)，and a set 
of regulations which guide its operation from the hiring of venue to the various 
arrangements relating to a performance, the Centre is an "institution" in another 
senseio. 
As mentioned in the previous section, Hong Kong Cultural Centre is under the 
supervision of the Leisure and Cultural Services Department (LCSD) (fig. 
More specifically, it is under the Cultural Services Branch of LCSD which is 
"responsible for the planning and management of performance venues, promotion 
and presentation of territory-wide cultural and entertainment programmes, the 
planning and management of museums, heritage and conservation matters, the 
planning, provision and promotion of library services and literary arts, and the 
1 ， 
operation of the URBTIX and the Music Office." LCSD, in turn, is overseen by 
the Home Affairs Bureau, a unit that involves "enriching life through supporting and 
promoting the development of the arts, culture, sports and recreation, preservation of 
cultural heritage and beautification of the environment" as one of its aims. Under 
the Accountability System^the Secretary for Home Affairs is ultimately responsible 
9 "Institution": Oxford Dictionary, on line version: 
http://dictionary.oed.eom/cgi/entry/00118318?query_type=word&queryword=institution&edition=2 
e&first= 1 &max_to_show= 10&single= 1 &sorttype=alpha 
10 Ibid, note 2. 一 
“Please refer also to footnote 2 in this chapter 
12 LCSD website: http://www.lcsd.gov.hk/en/about—org.php 
13 The Accountability System was introduced to improve overall coordination between the 
government and the community in 2001. Under the Accountability System, the upper echelon of the 
Government — the Chief Secretary for Administration, Financial Secretary, Secretary for Justice 
and all Directors of Bureaux 一 are longer civil servants, but are appointed on contract terms as 
Principal Officials. The new team of Principal Officials would function much like Cabinet 
Ministers under the Westminster system. For more detail, please read Hong Kong Yearbook 
2001 Chapter 1 or visit website http://www.iiifo.gov.hk/yearbook/2001/ehtml/01/index.htm 
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to the Chief Executive of HKSAR government. 
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Fig 2.4 The organization chart of LCSD and Hong Kong Cultural Centre 
The institutional and administrative path discerns that Hong Kong Cultural Centre is 
placed within a bureaucratic government system in which practices occur within 
well-prescribed channels and procedures. Doubtlessly the bureaucratic system helps 
enhance the values of rationality and efficiency, but it also implies that the Cultural 
Centre is a place that facilitates the promotion of art and offers entertainment, by 
means of a rigid institutional and political power structure. The higher ranking 
institutions define policy, decide the sort of functions and programmes which should 
be included and excluded at the Cultural Centre, thus determining the kind of (social) 
space which is finally apparent within the site. 
Besides the administrative institution, being a public space, all the practices at the 
Cultural Centre are subjected to the strict laws that ensure order and safety in a 
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public space. Thus, the judiciary and the administrative institutions are the two 
major and therefore the most apparent institutional forces which operate at Hong 
Kong Cultural Centre. Nevertheless, as I will analyse in the next two chapters, 
some "softer" institutions such as the media, schools, and families also contribute to 
the development of the space. Despite the fact that these institutions are not as 
‘‘political，，as the administrative and the judiciary institutions, the former types would 
still be influenced to an extent by the latter. For example, it is the Marketing 
Division of the Hong Kong Cultural Centre that decides which medium is used to 
advertise its programmes and hence influences the configuration of cultural-scape in 
the media realm. 
In summary, hard or soft, direct or indirect, the leisure and cultural space of the Hong 
Kong Cultural Centre is ruled by a certain institutional power, which can be a strict 
authoritative governance or may be more relaxed when it comes to the politics of 
everyday life. The question then is, as I have tried to formulate in Chapter 1，how 
leisure bodies can negotiate with these institutional or political power in leisure 
spaces so as to generate a dynamic city, if one agrees the premise that play can be 
subversive (for example, Turner, 1982, 1987). Against these backgrounds, the 
Hong Kong Cultural Centre is chosen as the site to study the questions of firstly, how 
negotiations and resistances of the subordinated groups in the margin are conducted 
to oppose the hegemony of the centre in a leisure space embedded with a clear 
core-periphery or serious culture-casual leisure spatial relation; secondly, how such 
arrangements have contributed to the constitution of the city image; and thirdly, how 




Paying equal emphasis on all the aspects of space, body, leisure and power has led 
Lefebvre’s theory to be more accountable in answering the questions of how the 
politics of play/leisure is performed in our society and how play can contribute to the 
dialectics of structure and agency in our social space. 
Lefebvre's trialectic model of social space 
Over time, the philosophical debate on space has rested upon the unsolvable dualism 
of mental space and natural/physical space. Introducing social space which is at 
once formal and material in his Production of Space, (1991b), Lefebvre draws the 
focus of discussion on space back to the realm of everyday life, for it is in social 
space that everyday life takes place, (fig 2.5). 
3. SiK ial Spacc A I, Neural Stxict^ «/ \ ^ _ . ^ 
PHKKk-% I 〜 着 f•.…"1"III‘III"1 丨"'111"*，2. M 細 ul sptm 
ciiiitm^ by Lclcb\ ic 
Ldebvre^s slartmg poirtl on tfic qitcstioii rf 
(Dim-n m. m ! • � Fig 2.5" 
Everyday life is a site of authentic experience of self, of the body and of encounters 
with others, of love and of struggle (Shields, 1999). The social practices in 
everyday life and the social relations generated by these cohering or contradictory 
practices form what Lefebvre calls the “spatial practice” of social space. The 
specific spatial competence and performance of the social actors guarantees the 
14 http://hiem.get2net.dk/gronlund/Lefebvreindlaeg 21 3 97v2.html#anchorl284829 
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continuity in this space. Besides the spatial practices of our society are sets of signs, 
codes and knowledge which are tied to the relations of production and the (order， 
that these relations impose. They form the discursive space of the social space, of 
which Lefebvre names “representation of space”. In Lefebvre，s understanding, 
conceptions of space tend towards a system of verbal signs, i.e. the 
power/knowledge. 
But it is the "representational space" by which Lefebvre attempts to overcome the 
Foucauldian weakness of "discourse determinism". Representational space is the 
fully living space embracing the actions, the living situations by 'inhabitants' and 
‘users，through their everyday lives. "[But] everyday life also figures in 
representational spaces — or perhaps it would be more accurate to say that it forms 
such spaces," Lefebvre writes (1991b: 116). This space, in contrast to 
"representations of space", tends towards less coherent systems of non-verbal 
symbols and signs such as architecture, fashion and gestures. Moreover, it is 
essentially qualitative, fluid and dynamic, and therefore more directional, situational 
or relational. Henceforth this space is "alive, it speaks" (ibid: p. 42). 
Spatial practices, representations of space, representational space together constitute 
Lefebvre's triangular model of social space. Living body, being space and its space, 
corresponds to the triad of social space with its different modes of existence as 
perceived, conceived and having lived accordingly. By the ‘perceived，mode, 
Lefebvre refers to the practical use of the body such as the use of hands and other 
sensory organs that form the basis of the preparation of the outside world, whereas 
"conceived" can be understood as directed to the ‘intellectual，realm of knowledge. 
Different from perceived and conceived (thought) yet close to the latter, because “the 
laws of nature (living mode) and the laws of governing our bodies (conceived mode) 
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tend to overlap with each other - as perhaps too with the laws of so-called social 
reality" (Lefebvre, 1991b: 206)，the living body is “both highly complex and quite 
peculiar, because ‘culture’ intervenes here, with its illusory immediacy, via 
symbolisms and via the long Judaeo-Christian tradition, certain aspects of which are 
uncovered by psychoanalysis" (ibid: 40). Combining the triad of social space and 
the perceived-conceived-lived triad of body-in-space, a new triad can be formed. 
Instead of using a triangle, Gronlund has represented the combined triad as a circle to 
make the “comers here get a more floating, ever shifting character^^', as he thinks it 
would be more illustrative of Lefebvre's point: 
It is reasonable to assume that spatial practice, representations of space and 
representational spaces contribute in different ways to the production of space 
according their qualities and attributes, according to the society or mode of 
production in question, and according to the historical period. (1991b: 46) 
Gronlund's diagram on the 'triad' is shown as follows: 
if^ cs id m^imMmim A IMiKiK-e % jd 1 Sjroce; 
mi 麵 erf spc^ 
Ldetjvre'js fmi orilological tmiisformatioii <•£ <Diawft Bo OfutiltiiHi m Ui i^m) 
Fig. 2.616 
Bodyspace versus Social Space 
Lefebvre's duality body and space triad, at first sight, seems to have overcome the 
traditional dualism between the mental and the physical, the individual and the social, 
http://hjem.get2net.dk/gronlund/Lefebvreindlaeg_2l_3_97v2.htm#anchor1284829 
16 Same as footnote 14 
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and also the micro and the macro. Truly, the incorporation of body element in the 
spatial dialectic provides a clue of how change can be rendered. But how? What 
is meant by an affirmation of life through space? How can body inverse meaning 
and subvert the law of discrimination underlain the space? Through appropriation 
and counter-space? Perhaps. Yet because space is dominated by the hegemonic 
class through institutions and ideas, how can body resist the hegemony domination 
and engender an appropriation? 
Recognizing the duality of space and body does not provide strong grounds to 
answer the above questions. Whilst one notes the mutual dependence of these two 
separate entities, Lefebvre's spatial-body triad does not take the contestation between 
the power of body and space into its analytical framework, hence reducing the 
explanative power of the theory in his account of the body as a significant variable in 
the constitution of the resultant form of social space. In order to illuminate the role of 
the body in the formation of social space, bodyspace instead of social space will be 
used as the analytical subject in this study. It is important to note that putting ‘body’ 
and ‘space’ into one word does not mean that body and space thereby lose their own 
ontological independence. For instance, the word ‘teapot，does not entail any 
implication that tea and pot could not be separated. The need to link body and space 
into one word is to connote not only their mutual dependence but also their 
competing status, and to highlight the body as a central constituent as well as a vital 
changing agent of social space. In a sense, the analytical term of ‘bodyspace，is used 
to overcome the ‘non-dialectic dualism，(Shields, 1999: 158) implicit in Lefebvre's 
proclamation of spatialization as a priori structural element" rather than as only one 
reflective moment in a dialectic (Lefebvre 1974a: 337-41) between social action and 
the spatial and geographical aspects of society, the economic mode of production and 
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cultural imaginary" (ibid). As Lynch discerns, social and spatial structures are only 
partially related as they both affect each other through the intervening variable of the 
acts and thoughts of human beings (1960: 49). Actions must be done through bodies. 
Therefore, body is aligned with space into a single word to stress its effect on the 
spatial and henceforth the social structure. In comparison to 'social space’， 
‘bodyspace’ accentuates and expresses the dynamism of social structure, whereas the 
body is being conceived as socially constructed yet a media for an agency to enact 
his/her own free will. 
Above all, the order of a particular social space is constituted and defined through the 
tactics of inclusion and exclusion, whereas bodies — the embodiments of human 
thoughts and acts — mark the boundaries of different social spaces. Actually, as I am 
going to argue in this thesis, the spatial order that represents the order of social 
structure is a bodily order. To be understood with the analytical concept of 
‘bodyspace，，social space is not abstract. Indeed, it involves a corporeal dimension as 
each social actor helps contrive it through his/her acts. Whilst Lefebvre notes this 
point, his m asterpiece the Production of Space always gives people a feeling that 
what he is concerned with is space only. Bodyspace is therefore used to express the 
equal significance as well as the correspondence of body and space in the production 
of social space in this thesis. 
IV 
Research Questions 
The major problematic of this research is how leisure bodies can negotiate with the 
institutional or political power in leisure spaces so as to generate the dialectics 
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between the structure and the agency? To answer this question we need to 
examine the spatial and social relations of production first. If social relations of 
production, as Lefebvre writes, are projected into spatial order in the form of 
centre-periphery, whereas the centre is occupied by the hegemonic class and the 
periphery is that of the subordinated, the question of how (leisure) body can 
negotiate and resist the institutional power in (leisure) space can be made clearer 
through an examination of the bodyspace of the centre and that of periphery. These 
two sectors are in an ever contesting position yet paradoxically it is through the 
contestation that social and spatial relations which is also power relations subsume. 
To p ut t his i nto the case of the H ong K ong C ultural C entre, w hich c omprises t he 
serious cultural space in the centre and the casual leisure space outside/in the 
periphery of the center, the following questions can be formulated: 
1) What is the bodyspace produced in the serious cultural space of the centre? 
2) What is the bodyspace produced in the casual leisure space outside the centre? 
2) What social relations are reproduced through the spatialisation of these two 
contradictory bodyspaces? 
4) If the unitary city is constituted of all fragmented, heterogeneous and contesting 
bodyspaces in a place, how are these bodyspaces at Hong Kong Cultural Centre 
constitute the body-city of Hong Kong? 
Lived Body as the Total Body 
These questions will be dealt shortly with Lefebvre's trialectic spatial framework in 
subsequent chapters. For each bodyspace concerned, all the spatial practices, 
representations of space and representational space will be analysed. However, 
instead of adopting Lefebvre's perceived-conceived-lived triad, I would argue only 
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the living mode of body existence is analytically significant, since it is the lived body 
that ‘speaks'. It is the lived body that is the body-in-action, which at once perceives 
and conceives and becomes itself signs and symbols through enactment. It is both a 
mediator (as signs and symbols) and mediated (by the discourse). To quote 
Lefebvre again: 
Living bodies, the bodies of 'users' - are caught up not only in the toils of 
parcellizsed space, but also in the web of what philosophers call ‘analogous,: 
images, signs and symbols. These b odies are transported out o f themselves, 
transferred and emptied out, as it were, via the eyes: every kind of appeal, 
incitement and seduction is mobilized to tempt them with doubles of themselves 
in prettified, smiling and happy poses; and this campaign to void them succeeds 
exactly to the degree that the images proposed correspond to 'needs' that those 
same images have helped fashion. So it is that a massive influx of information, 
of messages, runs head onto an inverse flow constituted by the evacuation from 
the innermost body of all life and desire. (1991b: 98) 
Moreover, 
Perhaps we shall have to go further, and conclude that the producers of space 
have always acted in accordance with a representation, while the 'users' 
passively experienced whatever was imposed upon them inasmuch as it was 
more or less thoroughly inserted into, or justified by, their representational space: 
How such manipulation might occur is a matter for our analysis to determine. 
(Ibid: p. 44) 
The lived body in correspondence with the representational space shall share the 
same quality of it - qualitative, fluid and dynamic; and so may equally be directional, 
situational，relational and liminal. Lived body is a product of history and a 
producer of history, for it is a total body, a body in-itself (the energies that it 
embodies) and for-itself (the employment of the energy to enact, to create changes). 
Therefore, my study will focus on the lived body in the bodyspace analysis. That is, 
what lived body as a total body is produced and reproduced within the spatial triad of 
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spatial practices, representations of space and representational spaces in different 
bodyspace. 
Following this premise, I will not illustrate the interaction of body and space 
separately in a conceived-perceived-lived framework. Instead, the analysis on body 
will be integrated into the spatial plane of representational space, representation of 
space and spatial practices. Moreover, in contrast to Lefebvre who places gesture 
into the realm of representational space, I will analyse gestures in spatial practices. 
After all, all human body actions are practices, but all practices are at one conceived, 
perceived and lived. 
V 
Methodology 
"Representational space must be qualitative", writes Lefebvre (1991b: 42). And so 
are the representations of space and the spatial practices of social space, because 
these spaces require living bodies to enliven them. The predisposed dialectic 
relationship between body and space also requires both of them be qualitative, fluid 
and dynamic; i.e. able to constitute change and be changed. Therefore, research on 
leisure, body and space which focuses on the possibilities of change, must employ a 
qualitative method, as Rojek states: "the traditional sociology of leisure has tended to 
rely on survey methods and quantitative data to formulate its main propositions. 
These methods produce an image of society as it is, not as it could be” (1995: 22; my 
emphasis). 
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According to the Lefebvrean trialectic model of space, social space is a product of 
complicated interactions of spatial practices, representations of space and 
representation spaces. A qualitative research approach that focuses on phenomena 
occurring in natural settings and the real world enables one to study these 
multifaceted spaces in all their complexity while retaining its integrity. 
It is recognised that quantitative methods still have significance in configuring the 
leisure consumption pattern through the analysis of more concrete data of class, 
education level, gender, income, etc. Moreover, a quantitative analysis of the 
programmes held in the Centre in terms of local and international, high culture, 
avant-garde or pop would definitely provide a clearer picture on the pattern of spatial 
practices inside the center. However, since the focus of this research is to examine 
how body can negotiate with the institutional power embedded in space, of which the 
interactions between body and space as well as power must be qualitative, and the 
interwoven relations cannot be broken into quantitative measurements, this study will 
take the qualitative rather than the quantitative approach. 
Qualitative Methods 
In the previous section, five operational research questions were developed to solve 
the problematic of body-space power contestation. Of the five, the first two are 
concerned with the bodyspaces and the fourth concerned with the bodycity, while the 
other two will draw on the answers of these questions as its data of analysis. 
Adopting the Lefebvrean analytical framework, it requires one to examine all three 
dimensions of spatial practices, representation of space, the representation space and 
their interactions with lived bodies in order to find out answers for what bodyspace a 
place or what body-city a city really is. To search for the spatial practice and 
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representational spaces, ethnographic study will be used since this method allows 
one not only to grasp the varieties of practices but to reflect “on the gestures, display, 
symbols, songs, sayings, and everything else has some implicit, tacit meaning for 
others in that culture". ^ ^ 
Ethnographic Fieldwork 
Therefore, ethnographic studies were conducted in both the Auditoria Building and 
the open space of the Cultural Centre from August 2003 to June 2004. To answer 
the first research question, that is, the bodyspace inside the center, field works have 
been done on all three different performing venues inside, namely the Grand Theatre, 
the Concert Hall and the Studio Theatre. In order to give a more comprehensive 
picture of the 'culture' embodied in this space, different varieties of programmes are 
chosen. 
In the Grand Theatre, two shows of the Legends of China Festival 2003, Legend of 
Yaoji and The Seventh Drawer were attended. Yaoji is the opening show of the 
festival and is a celebrated collaboration of artists from the Mainland, Taiwan and 
Hong Kong, whilst The Seventh Drawer is a local theatrical production by Fanatico 
Drama Group. Using two artists from the mainstream entertainment industry Sam 
Lee and Josie Ho as cast, this show can be understood as an artistic production that 
integrates with an element of popular cultural industry. Moreover, four films of 
different countries that were shown in the Hong Kong International Film Festival 
2004 have also been attended. In the Concert Hall, one classical and one ‘pop， 
concert have been attended. Both of the two performances were programmes in 
17 "Qualitative Social Science Research Methodology", 
(http://faculty.ncwc.edu/tocoimor/308/3081ect09.htm) 
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Hong Kong Arts Festival 2004. The classical performance was the Prague 
Chamber Orchestra and the 'pop' performance was Gil Gilberto 's Bob Marley 
Tribute - Kaya N'Gan Daya. In the Studio Theatre, a local experimental theatrical 
production called Beauty and the Beast by a local music group the Box was attended. 
Besides attending performances, the foyer was frequently visited to study the 
atmosphere of the Centre at different times and on different days. 
To investigate the second research question, that is the bodyspace outside the centre, 
fieldworks have been conducted in both ordinary and extraordinary days of festivals 
and weekends. As reviewed in Ch.l, some theorists such as Lefebvre have 
proclaimed that festivity is separated from the daily life. Field studies on different 
days thus allow one to trace how the festival culture is separated from the ordinary 
culture. Hence, fieldworks on the festival days of Mid-Autumn festival, Halloween, 
Christmas and New Year Eve have been carried out. Besides these festivals, fieldtrips 
have also been conducted in both weekdays and weekends. In addition, functions 
and programmes organised by the HKSAR government that were either held outside 
the Centre or used the piazza as the audience platform have also been visited. These 
included the Hong Kong International Musical Fireworks Competition, the Cathay 
Pacific International Chinese New Year Night Parade on the first day of Lunar New 
Year; A Symphony of Lights on the Valentine's day; "Talk to Henry" budget forum, 
and Art and Craft Fair programs such as "Friends Unlimited Carnival 2004”，a 
function that was organised by Unison Hong Kong, a NGO that fights for ethnic 
equality. Besides these LCSD or government held functions, events that were 
organised by the citizens such as the Para-Para Society's three years anniversary 
function and "Dizzidenza", a June 4出 memorial function were also attended to grasp 
how different actors use the space. 
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Discourse Analysis 
Whilst ethnographic study enables the study of spatial practices and representational 
spaces of the space, the representation of the space which is composed of discourses 
and power/knowledge shall be studied using the method of discourse analysis. In 
contrast to textual analysis, discourse analysis requires one to trace the power 
relations behind the textual representation. Therefore this method will be used to 
study the news, media texts, documents and articles on Hong Kong Cultural Centre. 
It is believed that the discourse analysis of these materials helps to uncover the 
ideology and hence the power relations behind the order of the bodyspaces. 
Interview 
While ethnographic fieldworks allows the study of spatial practices, the gestures of 
lived bodies, as well as the display and the symbols of representational space, 
interviews allow a more in-depth perceived mode of the body, i.e. one's perception 
on the space. Amongst various kinds of interviews, ethnographic interview was 
chosen to examine how the social actors at the Cultural Centre perceive the space 
since what they perceive significantly influences how they act. As this research aims 
to study the social relation embedded in the bodyspace and body-cities, the questions 
asked during ethnographic interviews will focus on one's perceptions of the different 
bodyspaces of inside and outside as well as the perceptions of Hong Kong and other 
places. 
Besides ethnographic interviews, informant interviews were also conducted. Whilst 
ethnographic interview captures more about the lifeworld of actors in the field, 
informant interview helps to understand the perception of those actors who are out of 
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the field during my field visits and yet are important informants of the politics of 
space. Such kind of informants include Leung Po Shan, an artist who has staged 
political performances in the piazza of the Cultural Centre; two core members of 
Para-Para Society, who told the reason behind the disappearance of Para-Para 
1 o 
dancing practice from the space of Cultural Centre; Fermi Wong, the director of 
Unison Hong K o n g F o r Ethnic Equality (UNISON), who reviewed the institutional 
policy on the organisation of function at the Centre. In order to compare the 
performative culture inside and outside the centre, performers and audiences on both 
sites have been interviewed. Informants who have staged performances inside 
include a stand up comedian Chan Ka Ming, a clarinet player of Hong Kong Youth 
Symphonic Band Jaromil. Performers outside the centre include a street band 
Fusion and a Chinese Men Band. In fact, both Jaromil and the member of Fusion 
have performing experiences in both the Concert Hall of Cultural Centre and streets, 
and can therefore provide good evidence of the different cultures embraced in the 
two differentiated spaces. In addition to all these, an interview with two street 
children Chun Chun and Yupi whom I have met in last summer were carried out. 
This interview enabled me to find out more about the lifeworld of the ‘deviants， 
outside the centre. 
VI 
Research Implications 
Theoretically, this research attempts to explore the politics of play/leisure in terms of 
the politics of body and space, and vice versa. In doing so, the research focuses on 
the resurgence of the theory of leisure as a theory of dialectics instead of seeing 
18 Para-Para dancing is a dance that originated from a Para-Paradise game machine. It has later 
developed as a collective dancing of simple steps. 
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modem leisure as a one-sided suppression from the hegemony. Leisure, however, is 
not the end of the research. As I have declared in my intention in Chapter 1，this 
study is not to theorise about leisure, but to theorise through leisure. The ultimate 
concern is to search the feasibility of life politics through play. Nonetheless, rather 
than taking the belief of many post-modernists that revolt to power can only be 
conducted in the individual level, this thesis argues life politics and social politics are 
not separated. As body and space, as well as city are in a constitutive relation, 
micro politics can be influential to the macro social space and the city at large. The 
production of a new ‘social’ space is always started from individual reflexivity and 
his/ her actions there arose. Individual and society are at one separated and united. 
Practically, through the scrutiny of the leisure needs of citizens and the exploration of 
how some groups are being exploited not only of their leisure rights but also the 
citizen rights to the city, it is hoped that this research on the production and 
consumption of an existing prominent cultural and leisure space, Hong Kong 
Cultural Centre in Hong Kong, might provide real implications to the cultural policy 
makers. 
A new cultural hub, the Western Kowloon Arts and Cultural District, will soon be 
built. Resembling the Hong Kong Cultural Centre, this space is designed to 
"provide residents and visitors with a wide range of cultural and leisure pursuits,"^ ^  
as Donald Tsang the Chief Secretary said. Whilst the new cultural center is 
envisaged as "Opera of the East" which could accredit Hong Kong's position as an 
Asian world city, the project has sparked much controversy from architects, planners 
19 "Cultural Center envisaged as ‘Opera House of East" - Hong Kong: A special report" in the 
Australian, October 17, 2003 
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and artists. Much of the debates centred on design aesthetics and cultural 
politics —"What kind of cultural monument? Serving what purpose? To be run by 
whom?，，� It 
is feared that if the project is really financed, built and managed by 
private enterprise, as the government has suggested, the cultural hub will be turned 
into a "developer's colony". The ‘colonisation’ of leisure space by bourgeoisie 
implies the cultural rights of ordinary citizens may not be recognized, respected and 
realized. In other words, the citizens are not granted their right to the city, 
(Lefebvre 1996), which means also their right to love and struggle, (Shields, 1999). 
Nevertheless, the life of a space is actually enlivened by the everyday life of its 
citizens, inhabitants, or residents. It is worthy t o note that a true culture is not a 
'constructed' one from above but a living one from below. Therefore, instead of 
building another developer's colony, it is wise for the policy makers to study what 
kinds of bodyspace can contribute to the making of an authentic and invigorative 
world city. The study of bodyspaces at Hong Kong Cultural Centre, which seems to 
be very abstract and theoretical at this stage, is in reality investigating what kind of 
cultural monument this architecture is? Serving what purpose? To be run by whom? 
Who are privileged and who are exploited? The answers of these questions will 
certainly provide real implications to the emergency of a blessed Western Kowloon 
Cultural District in the Asia's world city of Hong Kong. 




The aim of this chapter is to answer the first research question: What is the 
bodyspace produced in the serious cultural space of the Centre? Applying 
Lefebvre' spatial framework, I will firstly illustrate the representational space of 
the Centre, i.e. its architectural design: what is housed inside the Centre 
determines the kind of social practices that take place there and the way living 
bodies act. Demonstrating with the case of Chan Ka Ming, a solo talk-show 
performer who has staged his p erformances at both the ‘ lower ordered' c ivic 
centres and Cultural Centre/centre, and Jaromil，a clarinet player of the Youth 
Symphony Band who compares the differences between giving a performance 
in streets and in a grandiose concert halls, I will try to explain how the ‘sacred’ 
spatial character of the Centre exerts overwhelming effects on the 'character' of 
the social 'actors'. Whilst the solemn space influences the performers, it also 
requires 'appropriate' audiences to generate the seriousness of the space. 
Outlining the conventional dress codes, mannerism and gestures of the 
audiences inside the centre, I will show that this serious cultural space is in 
reality producing civilised bodies — leisure bodies of which physical 
enchantments are emptied. Tracing the historical development of the civilised 
culture in such kinds of formal space, it is revealed that the embodiment of the 
law of civility in such a space is in line with the rise of a bourgeoisie class. I 
will then investigate how the bourgeois class consolidates its hegemony over the 
space by controlling the information in the elite channels and discriminating the 
ill-mannered behaviours in the master representation of the space. Finally, 
based on all these analyses, I will argue the bodyspace inside the Cultural 
Centre is a phallocratic bodyspace — a space where body's autonomy is 
overshadowed by the hegemony of institutional power, hence the production of 




The Representational Spaces: A Public Toilet or a Cultural Palace? 
Representation space is composed of non-verbal signifying signs, whereas "among 
the non-verbal signifying sets must include music, painting, sculpture, architecture, 
and certainly theatre, which in addition to a text of pretext embraces gestures, masks, 
costume, a stage, a mise-en-scene”, (Lefebvre 1991b: 62). Amongst the set, I will 
first examine the architecture, the sculpture, the painting and then the cultural 
programs presented in the Centre. Those body-related activities such as gestures 
and 'costume' in the section concerning the interaction of bodies with the space will 
be discussed later since it is the total body which is at once conceived, perceived and 
lived with which I am concerned. 
Architecture and Signs 
I]t is even more appropriate that architects should conduct a comparable 
campaign, for they have at their disposal both materials analogous to signs 
(bricks, wood, steal, concrete) and materiel analogous to those 'operations' 
which link signs together, articulating them and conferring meaning upon them 
(arches, vaults, pillars and columns; openings and enclosures; construction 
techniques; and the conjunction and disjunction of such elements). Thus it is 
that architectural genius has been able to realize spaces dedicated to 
voluptuousness (the Alhambra of Granda), to contemplation and wisdom 
(cloisters), to power (castles and chateaux) or to heightened perception 
(Japanese gardens). Such genius produces spaces full of meaning. 
Lefebvre, 1991b: 137 
In 1959, Gillo Dorfles proposed that architecture be understood as a sign system. The 
door speaks (Simmel 1997); a chair tells the 'habitus' of an era by the way it causes 
us to sit (Bloch, 1997); and the modelling of the building as a whole - the 
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architecture of which ensembles the sets of questions like “the heights of the rooms, 
the amount of the window openings, the rhythm of open spaces and closed space, of 
wall surfaces and windows, the relations of roof and fa9ade" (Mumford, 1926:25) 
speaks too. What does the architectural design of this Auditoria Building signify? 
A Bird, a Sail or a Public Toilet 
The Auditoria Building takes a winged-shaped form as a consequence of the internal 
planning with an expansive foyer located at the centre separating the Grand theatre 
and the Concert Hall. The relatively low roof over the foyer gradually rises to high 
points over the venues that accommodate the flytower and plant r o o m s 3 . 1 ) . It is 
intended that the wing-shaped design constitutes images of a bird's wings, which can 
be interpreted as a sign of freedom; and big sails that reflect the struggling character 
of Hong Kong people (fig. 3.2). As Jose Lei, the director of the Architectural 
Services Department at the time the project was working^, states: 
"From different angles you see different things. From above the roof you see a 
bird s wings, from another angle, big sails. I also like to play with light and 
curves, which work together the powerful angular elements. In one sense, I 
saw these different, contrasting features as a reflection of the various elements 
that make up Hong Kong: struggling to be harmonious. ” (Chan, 1995, no page 
no.) 
Yet this ‘bird’ with its pink ceramic tiles as the ‘feathers，and its ‘sail’ - can hardly 
allow itself to fly over the sky and sail into the sea of the Victoria Harbour. Arguing 
that visitors should concentrate on the performances and that the garden already acts 
a viewing platform to the magnificent Victoria Harbour, one of the great vistas of the 
1 The information is provided by the Architectural Service Department which is the contractor of the 
Hong Kong Cultural Centre 
2 The construction of Hong Kong cultural project is responsible by the Architectural Services 
Department of Hong Kong government. 
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world, the architect eliminated windows in the design of the building. The design 
has been widely condemned both locally and internationally^. The centre's 
executive director, Wayne Maddem, has said: "It is a contentious design; there is 
no question about that. I would say that 90 percent of the local population don't 
like it.”4 Using the pink tiles as the fapade，the architecture is accused of 
assembling a huge public toilet by many Hong Kong people (Clarke 2001)5. Aside 
from the aesthetical judgments, Chan (1995) also criticizes the impermeable ‘heavy,6 
material as not providing the channels "to breathe, to diffuse, and to permeate"- the 
quality a modem architecture should have incorporated. As great modem architects 
such as Frank Lloyd Wright have suggested, transparent membranes shall be used to 
replace enclosed walls in order to liberate the interior design (Lefebvre, 1991b: 
303-304). The non-transparent fagade of Cultural Centre, as a reversal of transparent 
membrane, is therefore contradictory to the promotion of a liberated culture. 
Despite its accusation as a 'public toilet,，it is worth casting doubt on how public this 
enclosed 'toilet' is. m . 
Fig. 3.2 A Back-shot view of Hong Kong Cultural Centre 
3 "A Cultural Centre Will Be Britain's Last Legacy To Hong Kong", Financial Times, April 8，1989 
4 "Mixed Reviews for Hong Kong's Cultural Center", The New York Times, January 1，1990 
5 When "the International Symposium on Public Toilets" is presented in Hong Kong Cultural Center 
in 1995，"it appears toilet design is no joking matter" is used as the beginning sentence of an article 
featuring on the conference in Sunday Mail (QLD), 16* April, 1995 
6 When I told Karen, an architect assistant, that the original idea of the design of the building is to 
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Fig 3. 3 A sketch of the interior of HKCC 
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Fig. 3.4 The model of the interior of Hong Kong Cultural Centre 
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Inside the Centre is also the pink ceramic tile ‘skin’. Down-lights set all over the 
ceiling give the not-so-noble material a warm feeling, but the splendour and quality 
which a cultural centre is supposed to possess is compensated by the fashionable but 
grandiose irregular-shaped silvery decor: a 15-metre tall aluminium chandelier 
hanging in the middle of the expansive foyer, (fig. 3.5). A gorgeous feeling is 
nourished with its glittering shines. The relatively high height and wide width of the 
foyer give an airy and spacious feeling. Together with the two main staircases to the 
Grand Theatre and to the Concert Hall, a sense of splendour is created; the grandeur 
feeling is always accentuated when before-show cocktails are held and elegantly 
dressed audiences are gathered around. In addition, the eye-catching metal mural, 
"Meeting of the Yin-Yang" (fig 3.6)，and wooden mural, "Golden Phoenix" (fig. 3.7)， 
the former being placed at the heart of the foyer and the latter above the biggest 
entrance near the clock tower. It also generates an artistic atmosphere to the Centre. 
“Meeting of the Yin-yang" was designed by a local artist Mr. Van Lau. The mural 
includes a male and a female figure and an icon symbolizing tai-chi, both of which 
are symbols of yin-yang. The male and female figures are presented as dancers in 
the universe, suggesting the interaction and harmony between yin and yang. “Golden 
Phoenix" is created by another local artist, Mr. Chung Tai-fU. The material of gold, 
silver foils and peacock blue silver foils symbolises etemality and vitality. According 
to the introduction on the Cultural Centre's website, the artist considered the centre 
as being the local point of local cultural treasures, an ideal home for the immortal 
bird whose habitat symbolises a place of wealth and treasure in Chinese mythology. 
Embedded with Chinese culture, these two statues installed in a western and modem 
architecture radiate the indigenous east meets west character of Hong Kong. 
Besides, the Performing Arts Shop^ and the Curtain Cafe in the fringe also assist to 
7 The shop is operated by Tom Lee Music Co. Ltd. It is opened in 2004. It was formerly a bookshop 
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enhance the ‘cultural’ ambience of the Centre. Reminiscent of many other cultural 
centres, such relics and installations in the space of the foyer already bestow one with 
a sentiment of 'dislocation' from the everyday life, especially when one is in the 
hustle and bustle district ofTsim Sha Tsui. 
Fig. 3.5 The Chandelier Fig 3.6 Meeting with Yin Yang 
Fig. 3.7 Golden Phoenix 
selling mainly art books and products. 
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Housed in this grand architecture is a 2100-seat emerald-green concert hall with 
adjusted wooden acoustic curtains and in which is installed a magnificent 93-stop, 
8000 pipe Australian Rieger Orgelbau organ (fig. 3. 8)，one of largest in the Asia at 
the time of its opening; a 1750-seat crimson grand theatre with advanced equipment 
includes a revolving stage and an electrically operated orchestra pit for 110 
musicians (fig. 3.9); and a flexible seating arrangement studio theatre that can house 
300-500 people (fig. 3.10). At the entrance of the Grand Theatre on level 2, three 
pieces of tapestries based on the paintings of a local artist Mr. Gaylord Chan are 
hung (fig. 3.11). The names of the tapestries are "The Heart of Shaman", "Clip" 
and "Red Lump". Inside the Grand Theatre hangs a 9x15-meter curtain 
commissioned by Louis Vuitton and the Louis Vuitton Foundation for Opera and 
music from the painter Olivier Debre. The three colours yellow and red 
predominate with hints of green and blue; they were selected by the artist to 
symbolize Chinese culture. Besides these, another wooden mural "Rhythm" which 
depicts the relation between music and different musical instruments is hanged near 
the entrance of the Concert Hall on level 2 (fig. 3. 12). Again, the mural was 
designed by a local artist, Mr. Cheung Yee. On level 3, a tapestry reproducing a 
painting of a local artist Mr. Luis Chan is hung at the same position of "Rhythm" on 
level 2 (fig. 3.13). The tapestry is named “Dreamland，，. As the name suggests, the 
work is the artist's imagination. These tapestries and murals indisputably 
accentuate the artistic element of a cultural centre. Nonetheless, more significant is 
the highlights of the technical advancements. These usual attributes of a cultural 
centre: 'technical excellence, flexibility/versatility, modernity, choice, prestige, 
purpose, design, professionalism and uniqueness" (Hall, 1997: 214) re-present the 
Centre as an art and cultural venue of world-class standard. Installed with advanced 
technological equipments, the performance venues are themselves objects of display 
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rather than merely backdrops for the performances. In short, distinct from the 
exterior design of the architecture which is highly condemned, the overall interior 
design and facilities of the Centre is praised as a venue "like any new cultural 
palace - in Dallas, Toronto, Lyon, or Melbourne: a comfortable facility which lives 
or dies by the product attracted there.，，8 The products of a cultural palace, of course, 
are the programmes and performances it presents. 
World-class Performances 
“Since its inauguration in 1989，the Hong Kong Cultural Centre has established itself 
as a premier performing arts venue, attracting leading artists from around the world.，， 
It is what has been written in the introductory paragraph of Hong Kong Cultural 
Centre in Hong Kong Yearbook 2002. During its fourteen-year history, many 
world-renowned artists and groups have staged marvellous performances in the 
Centre^ (Appendix 1). Sophisticated musical or theatrical productions such as the 
Phantom of the Opera (1995), Les Miserables (1996), Joseph and the 
AmazingTechnicolor Dreamcoat (1998), Mamma Mia (2004) have also been hosted. 
Incorporating these world-standing performances, Hong Kong Cultural Centre gains 
honour and fame from these superb productions. In addition, the opening shows of 
many large artistic and cultural events like Hong Kong International Arts Festival, 
Hong Kong International Film Festival and the Chinese Legend Festival are 
presented in the Cultural Centre. These world-class standard spectacular events 
doubtlessly have been noticed worldwide. Some foreign people, whom I 
interviewed after “Gilberto Gil's Tribute to Bob Marley" were tourists from Italy, 
8 "A Cultural Centre Will Be Britain's Last Legacy to Hong Kong", Financial Times, 8也 April, 1989, 
Section 1，the Arts, p. xxii. 
9 From 1989-1997, the performances of renowned artist or art groups that staged at Cultural Centre 
would be highlighted in the introduction of Hong Kong Cultural Centre in the yearbooks. Please see 
Appendix 1. 
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England, Brazil and even the mainland. Two Italians who worked in Shenzhen and 
Guangdong said they travelled to Hong Kong specifically for the show. The 
presence of internationally renowned artistic performances and targeted overseas 
audiences, especially the westerners, are vital mechanisms in the transformation of 
the city of Hong Kong from a ‘cultural desert’ to a ‘cultural centre'. But more 
importantly is that their presence contributes a lot in the conversion of the discourse 
of the place from "public toilet" to a prestigious place that was admired by less 
expected amateur performers and less targeted audiences. In other words, the 
inclusion of a majority of (western) performing arts programmes, which is always 
considered as 'high culture' in relation to its others, has crowned an affirmative 
imaginary to the Centre and consolidated the representational of the space as a 
'cultural palace.， 
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II 
Spatial Practices; Performing Arts/ Performative Culture 
Lefebvre (1991b) discerns, continuity and some degree of cohesion is associated 
with the (body)space of social practice since it embraces particular locations and 
spatial sets characteristic of social formation. The cohesion implies a guaranteed 
level of competence and a specific level of performance from the social actors^ ®. 
Illustrated with the experiences of two performers, Chan Ka Ming and Jaromil, I will 
demonstrate how the representational space of Cultural Centre as a ‘cultural palace' 
is buttressed and sustained by the spatial competence and performance of the social 
'actors,' of which refers not only to the performers but also the spectators. 
Spatial Character and Actor Performance 
Chan Ka Ming, a not so renowned solo stand-up comedian^，showed his exaltation 
when he told others that his performance would be staged in the Studio Theatre of 
Hong Kong Cultural Centre, which he deemed as an enormous contrast to his 
previous performances site at Sheung Wan Civic Centre, a regional cultural venue 
which Chan described as a place for the elders to enjoy Cantonese Opera. 
"Why do you choose Hong Kong Cultural Centre as the venue to stage your 
show?，， 
"I've thought of many places. At first I haven ’t thought that I can stage my 
show at Cultural Centre. I've considered the civic centres in Sheung Wan or 
10 As Donald Nicholson-Smith, the translator of the Production of Space, remarks, the terms 
'competence' and 'performance' are borrowed from Noam Chomsky, nonetheless should not be 
taken as implying any subordination of the theory of space to linguistics. 
“ T h e most renowned stand-up comedian in Hong Kong is supposed to be Wong Chi Wah, who has 
staged many talk shows before. However, Chan Ka Ming has also established his name in the circle 
of c ollege St udents, e specially a fter h e has staged s everal s olo t alk sh ows i n S heung Wan C ivic 
Centre since 1997. 
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Sai Wan Ho, but those venues are really not very appropriate, as they always 
show Cantonese operas. This is the character or the style of those places, ” 
Chan answered. 
Another local artist, Vee, has also shown her disappointment when she told me that 
her show “the Seven Deadly Kisses" would have been staged in Ngau Chi Wan Civic 
Centre instead of the Cultural Centre, because she also thought that the latter 
1 0 
possessed more ‘character.’ Character is such an important criterion in our 
everyday lives. A place requires a character to differentiate itself from others just as 
one needs a character to articulate his/her own identity. 
"Moreover, those places (Sheung Wan or Siu Sai Wan Civic Centre) endow a 
feeling of non youthful Yet I do think that I am not "capable，，, 
“well-equipped” or “competent” enough to perform at Cultural Centre, since I 
am afraid that I cannot perform in a cultural-like or artistic style. I have not 
received any professional training on artistic performance before. That s why 
I've in mind of a small theatre format. ” Chan continued. 
Chan's concern of not being capable, well equipped and competent enough to 
perform at Cultural demonstrates the Cultural Centre's supremacy over other 
regional cultural venues, which is maintained through the presentations of competent 
‘performances’. In other words, the competence contributes to distinguish the 
social space of a place, which is, in a relational order rather than standing alone on its 
own. 
"So you think there is a hierarchy between the venues? “ What I have in mind 
is that Chan did agree with the performances in the Cultural Centre are of 
higher hierarchy. 
"Yes, I do think that I am somewhere in the ladder of hierarchy. I've checked 
many places, like the City Hall, but it s too expensive. My consideration is that 
12 The English word "character" was the exact word used by Vee in her description of the Centre. 
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the rental fee must be cheap. Therefore I think of the civic centres at first, but 
the more I think the more I find these places are really not suitable. The 
character of these venues is so ‘aged,. Therefore I approached the Cultural 
Centre. It has a studio theatre. I think it suits me and more importantly, the 
venue is not ‘aged，, nor it is too far away. In addition, unlike those civic centres, 
which usually show Cantonese operas, the Centre presents a wider variety of 
programs. Ultimately, we are so fortunate to have two days for the staging of 
the performance there. ” 
Correlating the youthfulness of a place with the image of his performance and that of 
his own, Chan's answer clearly illustrates the interplay of the character of a place and 
that of a person. Whilst a person differentiates his taste through consumption in 
distinctive places, a place in return requires ‘appropriate，actors to perform there. In a 
city regulated by institutions, the entry of a place is never absolutely 'free' for all to 
‘appropriate，. It is the role of the institutions to execute the ‘order’ of a place (the 
orderliness expressed in the "appropriateness") through the strategic of inclusion and 
exclusion, which is, a manipulation of an order between places. By virtue of this 
visualisation of power play in the form of spatial order, places are ascribed their 
'characters' and identities. In the scenario of Hong Kong, according to the research 
report on Hong Kong Cultural Policy (HKSAR, 1998)，the colonial government has 
adopted a hidden but substantial administration-directed policy to articulate a 
center-peripheral distinction amongst the performing venues. For instance, the 
major programme types shown in Hong Kong Cultural Centre and City Hall are 
large-scale concerts, musicals and operas; whilst Ko Shan Theatre stages mainly 
Chinese dramas and operas, and Ngau Chi Wan, Sheung Wan and Sai Wan Ho Civic 
Centres primarily offer local theatres and dramas. Through the categorisation of 
different performance types amongst the venues by the Urban Council, the centre is 
encapsulated with a westem/intemational cultural character whilst the peripheral 
theatres are embedded with traditional/local character. The 'character' of Hong 
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Kong Cultural Centre as a cultural place with a wider range of programmes and not 
so aged, and that of the civic centre as a place for Cantonese operas and the aged, as 
what Chan has discerned, is therefore ascribed by the institution of Urban Council or 
LCSD instead of naturally bom. 
Nonetheless, Chan Ka Ming did not choose Hong Kong Cultural Centre for his show, 
rather he was c h o s e n ” Originally in a marginal position, Chan is attracted to the 
Centre; he has not been included before the (physical and cultural) ‘relocation，(Hall, 
1997) of his performance took place. What is subsumed in Chan's rapture towards 
the relocation in fact heralds the imaginary of center-periphery distinction, or what 
Lefebvre (1991b) depicts as the law of discrimination in space. Identifying with the 
distinction of Cultural Centre, Chan's own ‘character’ is also believed to have more 
recognition. Certainly, the character, both of a place and an actor, requires act as 
much as speech to interplay. Therefore, a negation of the discourse of himself as 
“not capable, well-equipped and competent" to perform in the centre via appropriate 
acts is more than required for Chan Ka Ming to play the character of the place and 
him as an actor. 
"You have told in an earlier time that your ‘level, and technique is not yet 
qualified to stage a performance in Cultural Centre, what exactly do you mean 
the level or technique? 
"I think I used to draw on the simplest way and the least production units to run 
my show in the past. Actually I do not have much knowledge on the technical 
aspect and therefore I did not demand too much. It s the case in my previous 
shows. But this time, owing to the effort of Longtin", who is the executive 
13 This point "he is chosen" is hinted by Prof Gordon Mathews in my paper "The staging of civility at 
Hong Kong Cultural Centre". I would like to address my thanks to Prof. Mathews for this crucial 
hint. 
14 Long Tin is an experienced and renowned theatrical worker in Hong Kong. He is also the director 
of Book Forest Group, the theatrical production unit that helped Chan Ka Ming to produce his show 
at Cultural Center. 
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director of my show, we destine to make it a more serious and all-rounded 
performance. So we have a production unit to manage all the stuffs of the 
performance. More people are going to involved in the production...it is 
hoped that this opportunity of staging a show in Cultural Centre would not be 
squandered. ” 
Despite viewing it as a mere individual talk show staged in just another performing 
venue, Chan Ka Ming's performance at Cultural Centre can be perceived as an 
integrity that entails also the performance of the spatial order of venues, as 
represented by the professionalism of production. Buttressed by the back region of 
an experienced cultural and theatre production team called the Book Forest Group 
that provide all essential props from lighting and audio to stage design and all other 
necessary knowledge to compensate his 1 ack (of professional artistic training), Ka 
Ming is able to negate the negative perceptions of himself as "not capable, 
well-equipped and competent" through the staging of a professional frontal 
performance (Goffman, 1959). The differentiation in Chan's treatment of "back 
regions" by which his frontal presentation is sustained demonstrates how his lived 
act is governed by the law of (discrimination of) space - when he acted in 
accordance with the prescribed imaginary (the perceived and the conceived space) on 
Cultural Centre through upgrading the overall presentation, he enlivens not only the 
spatial character of the Centre but the spatial order of centre-periphery between 
Cultural Centre and the regional civic centres as well. That is, Chan's performance 
is also a ‘ status-positioning activity，situated within the discursive regime of spatial 
relativism. That's why Rojek (2000) argues leisure has to be treated as a 
performance activity in modem life. It is believed that the highly ritualised 
character of group life in traditional society has transformed into the fragmented and 
differentiated character of life in secular and individualised society whereas the 
66 
‘characters’ of individuals are displayed through a different repertoire of social 
performances. In short, the culture of leisure is also the performative culture 
(Goffman 1959，1967，1971; Lyotard 1984; Rojek 2000) which gets its full 
representation in body-through-places. Chan Ka-ming's differentiated performances 
of professionalism in his Cultural Centre show gives a vivid illustration of how the 
living body is governed by the law of space; and how that particular social 
(body)space is upheld through the practices of spatial competence and performance 
by the actors. But it is also noteworthy that the performative culture of leisure 
space and leisure body is a collective performance rather than an individual work; the 
performative culture assumes the presence of (paradoxically visible and invisible) 
audiences and their interactions to complete. 
Performing Arts and Performative culture 
Jaromil is a clarinet player in the Hong Kong Youth Symphonic Band. This identity 
has brought him opportunities to perform classical music on the stage of the 
sumptuous Concert Hall in Cultural Centre in addition to impromptu performances 
on the ‘ streets，’^ ^ aconclusive term Jaromil used to denote all non-designated art 
performing venue and occasions including shopping malls, outdoors celebratory or 
memorial function, and even lounges in a five-star hotel. Frankly showing his 
contempt for street performance, Jarmoil has disclosed it is not only the form and 
content of art (high culture or pop art) that creates distinction but the site where the 
art is performed is also a decisive variable^ 
i^ The Cantonese “街檔” is what Jarmoil has said in the interview. The term bears a negative 
implication in our everyday language as it is always used to contrast the more luxurious places. 
16 Actually, the interview with Jarmoil is unintended. He is an undergraduate whom I had given 
tutorial before and we come to the conversation on this subject matter accidentally during we had 
afternoon tea. This implies that his view is deeply ingrained in his mind. 
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"When I perform classical music on the street, I feel myself degraded to become 
a mere entertainer. I believe the music I play belongs to a higher level The 
most important question is: You (the audiences on the street) don ’t know how to 
appreciate the music! They are unlike those who buy tickets to attend 
(classical music) concerts in a formal setting; the latter are supposedly 
knowledgeable to enjoy the show. In other words, audience in the concert hall 
can differentiate whether the artist presents a piece of music fabulously or not, 
whether the conducting is magnificent or whether the tone of the instruments is 
7 7 
fine. I believe that those audiences are well e ducated ，at least in terms of 
music appreciation. To me, performance is not only for the sake of 
entertaining; I attain self-satisfaction by doing so. Performing is a challenge I 
pose for myself, but when you perform in the shopping mall, no one knows how 
to appreciate the music. The audience claps even though you have made 
JO 
mistakes. They cannot detect if you are not 'professional Therefore I 
perform less seriously and less professionally in street shows, since the 
audience will think its OK as long as I don't make any great mistakes. 
Sometimes I even try something experimental in the way I play music, but you 
can never do the same thing in concert halls, as you are not allowed to make 
any mistakes. In fact, I can fully perform myself only in an elegant and formal 
concert hall like the one in the Cultural Centre. After all, I do think that 
classical music is of a "higher” level, and not everyone has the competency to 
enjoy it. Therefore I am less willing to perform in front of a mass on the 
street. ” 
The places of concert hall and streets make a difference to Jaromil's performance. 
True, Jaromil's thoughts cannot be applied to all classical musicians. Many of them 
may not be as reluctant as Jaromil to perform in public since they won't mind 
whether people have the competency to understand their music. Perhaps, such 
musicians may be already famed enough and hence do not need further recognition 
from others to consolidate their status; or probably these musicians are too green (in 
terms of their techniques instead of the age) to have ever thought of using their 
performance as a means to mark a status. Such is the case for some "street" 
17 "Well-educated" is the original word use by Jaromil in English. 
18 Again, "professional" is Jaromil's own word. 
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musicians who give performances in the “street，，outside the Centre. More about 
"street" performers will be discussed in the next chapter. What I am trying to 
emphasise from the differences between these musicians and Jaromil is the fact that 
performing arts can be viewed as “pure” art as much as a status-positioning activity. 
The former refers to the experience of art in a “pure，，form which is the means and 
ends of leisure, with the process of appreciation; the latter relies more or less on 
performative culture to make it a sign of distinction. As Lyotard (1984) notes, the 
performative cultures establish criteria of relevance to evaluate the legitimacy of 
performances, while in the course there is a possibility of disjuncture between means 
and ends (Merton 1968). Jaromil's different performitivity in concert halls and in 
'streets' demonstrates precisely this point - the presence of "professional" audiences 
who possess the knowledge and competence onelassical music appreciation is an 
essential component to sustain a complete, legitimate 'performance' of Jaromil. 
Hence, performative culture can be conceived as a main criterion for establishing 
validity in the power relations between the actors of ‘high’ and ‘low，culture. 
In addition to the attainment of self-esteem and self- realisation, Jaromil believes that 
playing the ‘high’ culture classical can help him gain more social capital, as he says: 
“Every time I perform in a venue that I think might bring me opportunities such 
as the Convention Centre, I will pay more effort since I guess there may be 
people with high social status.” 
Moreover, he has also ranked the music with an order like that: 
"Measured by its impact on the quality of a human being, I would rank classical 
music in a primordial position. Music of Bach or that of Mahler is so 
philosophical Pop music is of the lowest rank. It's for people without depth. 
Jazz and Reggae are in the middle of the spectrum. A certain level of depth is 
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embedded in them. ” 
The mass is always associated with pop music. Hence the answers of Jaromil 
indeed reflect his thoughts on the relations between music, place and people — 
classical is high culture music that should be performed in formal performing venues 
and appreciated by people with higher social status, while popular music which is at 
the lowest rank of music is listened by mass in 'streets'. This distinction he draws 
consequently makes him feel degrade when he performs high culture music in front 
of the vulgar mass. This distinction of high/low culture eventually is internalised in 
Jaromil and reflected through his differentiated performative act. Therefore, 
distinction is not only a matter of taste, as Bourdieu (1984) perceives. It is also a 
matter of performative culture, a matter of how a lived body acts in accordance with 
its perceived and the conceived mode in a place. The art performing, in this regard, 
is more a performative culture for status display (Baudrillard, 1998) than a pure art 
form. Together with the story of Chan Ka Ming, the anecdote of Jaromil explains 
not only the Lefebvrean theoretical conceptualisation of the relations between the 
performance of social actors and the character of a space, but the necessary 
performance of performative culture by the actors to distinguish different leisure 
practices into high and low, sacred and profane, tasteful and vulgar culture. Instead 
of saying that all culture is performative, I confine the notion of performative culture 
to the specific kinds of culture that requires disenchanted body to perform. 
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Ill 
Performative Leisure and Disenchanted body 
Long before Foucault's (1977) alignment of body with power, Velben (1899) has 
already acknowledged the importance of visual culture in power relations and hence 
has pronounced body a central position in the conspicuous consumption practices of 
the leisure class, although they have a very different interpretation of power. The 
former comprehends power from a post-structuralist approach which assumes power 
is everywhere and productive, the latter understands power from a functionalist 
perspective which assumes power is from the top and repressive. Rojek (2000) 
argues that Velben's claim is vulnerable to the conventional sociological criticism 
that it renders authentic resistance impossible. Nonetheless, I would contend that 
Velben's theory is not absolutely wrong, i.e. the power operated in the body can be 
repressive. The repression is not only a power repression from the above, but a 
suppression of the productive power of the individual body. I suggest, the more 
performative a leisure practice is, the more repressive is the power operated in the 
leisure body. 
Recalling what Jaromil said, “Sometimes I would even try something experimental in 
the way I play the music, but you can，t do the same thing in concert halls as you are 
not allowed to make any mistakes.” It shows Jaromil is required to submerge his 
own individuality in order to give a standardised, dedifferentiated and predictable 
presentation of the character as a 'performer,' a performer in both the sense of 
classical musician and an actor of the performative culture in a splendid concert hall 
like that of the Culture Centre. The character of an individual needs to be 
submerged to the character of a place. Against this, a disjuncture of the means and 
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ends in (serious) leisure practice results in a ‘free’ leisurely and enchantment 
productive music performance and getting disenchanted and fetished when it is 
bounded by consolidated ‘interaction rituals' (Goffman 1967) in the process. 
One may argue that such kinds of disenchantment cannot be viewed as 
disenchantment in leisure, since the performance of leisure performers shall be 
conceived as their professions instead of leisure pursuits. Therefore the 
disenchantment is at most the disenchantment derived from work, the kind of 
disenchantment Marxists would criticise. This claim is partly true. Serious leisure 
performance can be a paid or non-paid profession. Yet, the argument in fact proves 
the tendency of commodifcation and commercialisation of leisure in modem times 
and hence corroborates with Lefebvre's critique on the ‘colonisation of leisure' by 
bourgeoisie in the age of capitalism. On the side of spectators, commercialisation 
of leisure invites the opportunity of the emergence and dominance of a "leisure 
class，，(Velben 1899). From the side of 'professional' performers, leisure has been 
'colonised' to the greatest extent when leisure as the antithesis of work is 
paradoxically turned into work, whence further submerges leisure or play, as what 
(Huizinga 1947)，Bakhtin (1984a) and Mumford (1967, 1970) have discerned as the 
primordial need of human culture to the deepest of another end. 
Spectators' Visible Bodies and Invisible Emotions in the Center Space 
The disenchantment of leisure bodies of the spectators is even more eminent than 
that of ‘professional performers in the serious cultural space of the Cultural Centre. 
In a sense, the disenchanted bodies contrive and visualise the seriousness of culture 
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embodied in the space. The visibility at large is due to an ensemble set of body 
performances, starting from the dress code to gestures and mannerisms that the 
audiences have to follow as part of their leisure practices. 
Dress Codes 
Lemmon, a TV production director, changed her sportswear to jeans when she went 
to see a musical at the Studio Theatre in the Cultural Centre. I asked her why there 
was a change in dress code: “I would feel more comfortable." Why more comfortable? 
I asked. “Just a psychological feeling." Lemmon seemed to have avoided relating 
her clothing change to her perception of the Cultural Centre, because she is a friend 
of mine and has some ideas about my study. So I tried to ask her in another way: 
“If we are going to dine somewhere or karaoke, would you have changed your 
clothes?，，"Probably not." Her answer tells that place does matter! Karaoke and 
music theatre viewing are both leisure practices, but these practices being activated 
in different sites are dressed up with difference codes to produce differentiation. 
Leisure actors' clothing code is a key mark of difference. Jeans instead of 
sportswear: Lemmon's clothing has already dressed up a character for the Studio 
Theatre of the Cultural Centre, as it is not the jeans itself that are noteworthy, but the 
perception of the jeans in relation to the sportswear by Lemmon, which is inscribed 
within an signifying order that matters. In this particular case, the jeans are 
perceived to be a more appropriate dress code than sportswear in the place of the 
Cultural Centre, from which the ‘appropriateness，is evaluated in terms of modesty. 
Calvin, a teenage boy studying in the Hong Kong Musical Institute who always visits 
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Cultural Centre to see classical performances, is also a member of a street 
performance band called ‘Fusion’ which play music outside the Cultural Centre 
every weekend. When asked whether he dresses differently when he performs 
outside and when he sees performances inside, he said the following: 
“Definitely. At least I would wear long pants. But I would wear short pants 
and sandals when I perform outside. Very casual But it must be long pants 
inside, it must be. It's alright even you wear sportswear and sports shoes. 
But youm ustn ,t w ear d read c lothes. At I east you s houldn，t m ake y our flesh 
visible. ,,19 
True. Many people believe that they should dress more decently when they visit the 
Centre and see performances. Ivor, a Para-Paraist^^ who used to dance in the open 
piazza of the Cultural Centre, also said that he must wear long-sleeves shirt when he 
went to see performances in the center. In spite of the variations on the exact 
clothing these audiences consider as appropriate - long sleeves shirts for Ivor, jeans 
for Lemmon and sportswear for Calvin, their perceptions have one thing in 
common - modesty is the conceivable line of dress code in the Centre. As Calvin 
says: “It would be a presentation of disrespect to the performers if you dress 
indecorously.” Ambivalence may exist between the signifiers of clothes and their 
signified meanings in the highly proliferated consumer society; the boundary of 
erotic and the chaste may not be so absolute (Davis, 1992), but the value system as 
manifested by the dress codes in a place is still quite stable and universal. In the 
Centre, as I am going toexplain in further detail below, it is the value system of 
modesty coded and embraced by the dresses. 
19 The interview is conducted in Cantonese and I would like to cite the last two sentences of the 
non-translated version of interview here as I think no translation can fully give the same feeling of 
what Calvin has said. Here are the words:�真係唔好柑核突囉’至少你唔好柑見肉先囉！」 
2° Para-Paraist refers to those people who dance ParaPara. 
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Mannerism/Gestures 
Dress code is only the most superficial layer of the visible body. It belongs to a 
wider spectrum of performativity of body that includes an ensemble set of 
behavioural codes, gestures, and affects control of which Elias (1978) calls them 
'manners'. Manners define, display and enlighten the "civility" of a place. Being 
a "cultural palace，，，the Centre embraces a proper set of manners in relation to the 
formal, high, and artistic cultural practices it embodies to exhibit the civility of this 
social space (endeavours to cultivate and represent). Some of these "manners" are 
already institutionalised into external regulations: no chatting, no eating and drinking, 
no telephone, no photo taking, etc. We all accept these unquestionably, accept them 
as acts of courtesy, and follow them quite naturally. Yet being institutionalised as 
laws, most manners are in fact are within the conscious or subconscious controls of 
the audiences themselves and have become norms. 
In Blossom of Music, a music education publication by the Hong Kong Philharmonic 
Orchestra Society to promote the classical listening culture in Hong Kong, it is 
written that “to be considerate", that is, to "keep silent, no food and drinks, and to 
clap only after music ends ...，，is the etiquette for music performance that "a smart 
and caring audience" should follow. Not to fall into the discourse of the opposite of 
smart and caring, the audiences of serious cultural performances inside the Cultural 
Centre behave considerately. The discourse of 'smarty' has been internalised into 
their visible bodies and explicated as the gestures and manners of them. For 
instance, in the Prague Chamber Orchestra, a programme of Hong Kong Arts 
Festival 2004，not only did most audiences dress formally in suits and dresses, 
(perhaps because it's a Monday, a normal working day instead of a leisure weekend), 
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the fact that the cough would only be heard during the intermission illuminated that 
these spectators were very considerate and disciplined. Mrs. Yeung, a frequent 
classical concert-goer, aIso said that it is common practice not to 1 eave one's seat 
before a performance ended. One would wait until the intermission or at the end of 
the show, suppressing even a need to use the washrooms. She said: ‘‘It is not that 
you are not allowed to do so, but you just won V The reason is not to create any 
disturbance to both the performers and the audience. This kind of innate 
self-control one imposed on his/her demeanours, or in Foucault's words, "the 
government of the body" (1977), delineates significantly Foucault's notion of body 
as an effect of discourse, or of power/knowledge (1980). That is, the leisure 
bodies inside the serious cultural space of the Cultural Centre are effects of the 
discourse of smart and caring audiences. Disciplined bodies in modernity are 
rational bodies which require the invisibility of its antithesis - the emotions. Naked 
eruption of strong emotions is dangerous and offensive in a 'cultural palace' where 
solemnity and reticence is the ‘rule.’ Such behaviour will probably be discredited 
and denounced. In one such case, passionate young fans of Joey Yung, a popular 
Canton pop singer, were reprimanded by Emperor Entertainment Group (EEG) for 
embarrassing their idol and even ‘losing her face' after they waved banners, 
light-sticks and bodies during the Teresa Teng Memorial Charity Concert in the 
concert hall of the Cultural Centre, just as they had done during Yung's performance 
at Hong Kong C oliseum. ‘Losing face' i s associated with g estures and customs, 
inasmuch as saving face is derived from manners and customs, as Lefebvre (1991b: 
274) puts it: 
21 The information is provided by Christine who collected this piece of story when she was doing her 
ethnographic study in the cultural center on her thesis about the political economy of fandom in 
Hong Kong. In her study, it is found that the fan club of Joey Yung is in fact 'employed' and 
organized by the Crown Entertainment Co. Ltd to 'visualize' the popularity of the artist. 
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Expressiveness emanates from the face; dissimulation, therefore, likewise. 
Virtues are presumed to derive from it, and it is the subject of more proverbial 
wisdom — consider the expression ‘saving face'. It is not just buildings, but 
also manners and customs, everyday life with its rites and festivals, that can fall 
under the sway of prestige thus generated. 
In contrast to the Hong Kong Coliseum, where emotional expressions of the body 
such as fervent screams from fans are ‘normal’ and 'more than welcome，，the 
dominant inclination embraced in the Cultural Centre is not to express intense 
emotions but to keep them imprisoned in the garrison of the self, which Elias (1978) 
has discerned as expressions of “civility.’，In these splendidly designed building, it 
is “rational recreation" this leisure space strives to cultivate��. Strong emotions are 
expected to be invisible through the government of the body or what Reich (1980， 
1982) portrays as the "character armour，，of the human body. Civility is the law in the 
rational recreational space of the Cultural Centre whereas the law implies an order 
and hence also a certain disorder (Lefebvre 1991b). ‘Uncivilised，behaviour in the 
sense of unbending bodily posture, flexible movement, and unmannered bodily 
deportment of Joey's fans are therefore regarded as an act with the consequence of 
losing face, a disorder, a disruption of the harmony, an infringement of the ‘law’ in 
the space. 
Yet instead of concrete castigations, psychological blame like shame and guilt are the 
"punishments" received by these fans. These psychological bounds, as Foucault 
delineates, are intemalisations of gaze into the body through which ‘docile bodies' 
22 Briefly speaking, "rational recreation" refers to a variety of reforms to regulate amusements in the 
mid-nineteenth century. The notion is now extended to refer to organized forms of leisure in sports 
and games (Rojek 2000). However, the notion is employed here to refer to a wider scope to include 
any "regulated" leisure practices such as the performance seeing in Cultural Center. For a historical 
development of "rational recreation", please see Bailey (1978), Leisure and Class in Victoria 
England: Rational recreation and the contest for control, 1830-1885 
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are supervised. The law of civility is simultaneously the law of the docile body. 
Leisure body in this ‘civilised’ space, is therefore disenchanted when it is ‘alienated， 
into a docile body of which emotions needs to be repressed. 
IV 
Political Economy of the Body and Political Economy of Music 
"Any cultural system of space is replete with silences, omissions and contradictions，， 
(Hall, 1997: 210). Yet silences and omissions were results of historical 
development rather than a must. ‘Docile，body was also not the ‘normative，body in 
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the opera house in the 18 century. According to James Johnson's Listening in 
Paris, a Cultural History (1995), the opera house in the century was once a 
marketplace or Hong Kong Coliseum similar to when a significant number of 
wealthy bourgeois emerged in the theatre scene after the aristocracy had withdrawn 
as the centre of attention. Reticence, mannerism, and ‘civility’ were not the law of 
the space in the opera house then. Freely coming and going, people enjoyed a great 
degree of freedom. Chatting was allowed and usual. There were no correct timing 
for applause. People's behaviour was authentic reflections of their affection and 
feelings towards the performance, whereas music was a conveyor of emotion. In 
short, the atmosphere was like a fiesta. However, in the mid-nineteenth century 
when the bourgeoisie had resumed a predominate role at in the opera house after 
Napoleon's fall, the earlier aesthetics of music as emotive was denigrated and 
replaced by the new intellectual aesthetic, where music is considered in abstract form. 
Audiences had quietened and devoted their attention to the performance in the opera 
house. 'Proper' gestures, mannerism and rituals were imposed into the practice of 
classical music listening. There was then proper time for applause. Emotive 
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expressions were denounced from that time. Richard Sennett has given a 
psychological explanation as to the silence of the bourgeois audiences: the silence is 
a mask for the bourgeois who might not possess the "cultural competence" (Bourdieu, 
1984) of music appreciation to hide their ineptitude, since silence would prevent 
them from performing embarrassing deeds that may endanger their "face" (Goffman, 
1955). 
The silencing in music appreciation, together with the "harmony" in the 
"representation" of music by which noise is endowed with an order of form (Attali 
1985), as Attali writes (ibid:61)，reflects the entirety of nineteenth-century political 
economy. The representation of music in which music has become a total spectacle 
signifies transformation of the order from "active" to that of "exchanged." The 
exchange for spectacle, is indeed the cliche of capitalism (Debord, 1 968). Yet the 
exchanged spectacle is not only the music itself. The one who exchanged the 
spectacle, that is, the bourgeois class, has in reality turned one's body into a spectacle 
(of his class identity) via the exchange. Thus the political economy of music is also 
what Foucault (1977) calls the "political economy" of body. Both of them involved 
in a political field upon which power relations invest, mark, work and hold upon. 
The civility as the law of space in the concert hall and theatre in the Cultural Centre 
is thus an effect of history and power. The discrimination of the "emotional 
expressive bodies" of Joey Yung's fans in Cultural Centre where ‘docile’ bodies are 
embraced is indeed a representation of the power relationship between the classical 
music (as represented by the ‘docile，bodies) and the pop (as represented by the 
emotive bodies). Attali (1985:5，original italics) notes: “No organised society can 
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exist without structuring differences at its core.” By discriminating the emotive 
body, the difference between classical and pop is structured with the more "civilized" 
classical music placed at the Centre/centre and the "vulgar" pop at the periphery. 
The political economy of music and body represented in the space of the Cultural 
Centre, as what Attali (ibid) suggests, is itself a reflection of the political economy of 
the society. With the rapid industrial progress and the promotions of education, a 
bourgeois class with economic capital and a well-educated class with cultural capital 
began to emerge in the 1970s in Hong Kong. The emergent middle class probably 
had a desire to distinguish their identities through conspicuous consumptions of say, 
western high culture which requires more investment of economic capital and 
cultural capital. Space like Hong Kong Cultural Centre where high culture is 
embraced therefore is highly “colonized，，by the middle class through the tactics of 
inclusion and exclusion (of programmes, and hence of the types of audiences) so as 
to segregate it a space for the "qualified". As Mauss (1969) writes: "the domination 
of social life is essentially a domain of differences ... whether they create 
distinctions or interdications，，，such symbols are expressions of a group's desire to 
"concentrate themselves, separate themselves from others，，(cited in Lament & 
Foumier, 1992:1). It is "the distinctions of class" which is concerned in the 
conspicuous consumption of high culture. Therefore, it is the homogeneous 
disciplined, mannered and modesty body instead of the differentiated stylist body 
that is included in this leisure space which signifies the "order" of the Centre/centre. 
Against this, leisure is a status display performance. The spectacular body of 
leisure class is paradoxically a disenchanted body bound by disciplines and other 
performative culture in the Culture Centre. 
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V 
Enchanted Body in the Centre? 
In an era of globalisation, programmes other than classical music such as local 
theatres and other kinds of music are presented in Cultural Centre. More “pop，， 
performances are introduced as a result of the diversification and commodification of 
indigenous culture in an era of globalisation, too. As Vicky Ooi (1995: 31) has put it 
in her research on the Cultural Policy of Hong Kong: 
The nature of the arts has changed dramatically everywhere in the world and 
Hong Kong is no exception. They have become more youthful, more popular 
and less highbrow. They have also become multilingual, multiculturalism and 
multimedia. In other words, barriers have been broken across artistic and 
cultural disciplines, so much so that differences between professional and 
amateur are irrelevant as are differences between performances and exhibition 
venues. 
But the culture of spectatorship in classical music appreciation is still a general 
practice in the Centre. Audiences are expected to perform modestly and with 
self-discipline at all times. It is not only whether the barriers between professional 
and amateur and that of artistic and culture disciplines are broken that matters. The 
differences in the performative cultures between these disciplines of which the line of 
inclusions and exclusions is drawn play an important role in the breaking of 
boundaries as well. However, the story of Joey Yung's fans delineates that fact that 
boundaries are not as permeable as it is expected to be. The formal culture 
spectatorship still occupies a predominant position in the Centre. There are 
exceptions. For instance, the elegant concert hall in the Cultural Centre did tum 
into a "1970s Dakar nightclub，，in the Orchestra Baobab and “a Caribbean beach 
23 "Cultural Center turns African Nightclub", South China Morning Post, V^ March, 2004，p.3 
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party，’24 in Gil Gilberto's Bob Marley Tribute in the Hong Kong Arts Festival 2004. 
Some audiences wore tight T-shirts andj eans and some westem 1 adies even wore 
bra-tops. Judging from the clothes, it is as if “the crowd was obviously ready to 
party The dress code seemed to be greatly different from that of “formal” 
performances. Yet it is worthy to note that the audiences wore quite "erotically" 
were foreigners. Most Chinese still followed the "norms" and dressed in chastise 
traditions. Perhaps, it is because the Chinese do not have the same cultural 
confidence as foreigners, because the viewing experience of “high’，culture for the 
Chinese is relatively green in comparison to that of westerners. Actually, the first 
group of the audience who started to dance in Gil's concert was foreign. It was an 
unexpected scene to most Chinese. A young Chinese couple showing their curiosity, 
turned their back to see the foreign “dancers” and gave signals to their friends who 
sat on the other side of the row about the unusual scene. After some moments, they 
finally got on their feet and joined the dance. The girl sitting next to me, who 
frequently attends formal performances but is a beginner in “pop” performances, 
took a much longer time to get on her feet because she was afraid to disturb audience 
members sitting at her back who were still in their seats. Formal performance 
spectatorship had trained her to be "considerate". Notwithstanding these, the 
concert hall did turn into a hot Caribbean beach when almost all of the audience 
stood up to dance, when couples kissed and embraced each other intimately, and 
when all people screamed along with the artist in an ebullient mood. The invigorated 
leisure bodies, in contrast to the emotion imprisoned one, appeared to have attained 
authentic enchantment. 
24 "A Caribbean beach party for tribute to Marley", The SCMP 4山 March, 2004, p. 3 
25 Ibid. 
26 This explanation is suggested by Prof. Gordon Mathews. 
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Nonetheless, a scene such as this is rather extraordinary. As a similar scene in the 
African Drum Show has been reported in the newspaper as follows: 
"Audience members dancing in the aisles are not a typical feature of Arts 
Festival events, and when the party started it seemed to come as a surprise even 
to the 10 members of Orchestra Baobab. They had presumably been told 
either that that sort of thing just doesn't happen in Hong Kong or that it isn't 
allowed:,” 
The transgressions of the general practice expressed in these scenes are indeed the 
result of struggles between the audiences and the 'high' culture institution of Hong 
Kong Cultural Centre. Rules are imposed in the institution to secure order. In 
Gil's concert, I saw a foreign person who was stopped from dancing in the aisle by 
the staff for several times, yet the man just pushed the official away and continued 
his dance. In addition, the friend of the young Chinese couple who tried to move 
his feet to the aisle next to the seats of his friends was told to return his original seat. 
It was apparent that the front-of-house officials had put great effort to prevent the 
consequent scene of "disorder." The final victory of the audience was due to the 
fact that "there's not much the front-of-house officials can do when three-quarters of 
the people in a nearly full auditorium are on their feet." In fact, on the night of 
Gil's concert, staff told me that they were told to loose their restrictions and let the 
audiences dance by the organiser of the concert in the second half of the performance. 
It shows this highly institutionalised leisure space is not so easily de-institutionalised. 
The de-institutionalised enchanted body is still something that needs to be fought for 
in this “cultural palace." 




The representation of space; Elitist Discourse 
Hong Kong Cultural Centre is always conceived as a “cultured，，place for "cultured" 
people. The conceived space, as Lefebvre discerns, corresponds to the 
representations of space. Actually, the cultural institution of Hong Kong Cultural 
Centre is not represented directly as itself but through the cultural performances it 
embodies. It is represented in the form of elite channels and in the contents of 
elitist criticism. 
The programme information of the Cultural Centre is disseminated largely through 
several channels: first, the pamphlets that are delivered free in the cultural venues 
under the Leisure and Cultural Service Department; second, the website of Hong 
Kong Cultural Centre; thirdly, elite media channels such as newspapers of South 
China Morning Post, Mingpao, Economic Times, Economic Dailies, Hong Kong 
Magazines, or TV channels such as Pearl Channel of TVB; and finally, 
advertisements inMTR station such as Central, Admiralty Tsim Sha Tsui that are 
prominent commercial and tourists districts. In contrast to popular culture that is 
represented in mass media channels where its reception is quite passive, the cultural 
practices in the Cultural Centre are represented in restricted channels and people 
must take an active role to obtain information. The "handicaps" of media channels 
in cultural programme dissemination was reported by the cultural critics and 
academic professionals in "the media and Arts Promotion" public forum. It is noted 
that while local newspapers invariably boast a sports section of several pages, 
cultural pages are limited. The local media is mass-oriented in our society and few 
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resources are injected into art and cultural dissemination and promotion. The 
segregation of art and popular culture that represents itself in the medium of 
representation thus draws a boundary of inclusion and exclusion on the consumption 
of cultural programmes - people with cultural competency and knowledge are more 
privileged to access the information and therefore are included, while less educated 
citizens are b eing e xcluded b ecause o f t heir 1 ower a ccessibility to the i nformation 
albeit there are more and more free programmes provided by the government to 
promote arts in Hong Kong?� 
The m iddle-aged w omen who sat in f ront of me in the P rague O rchestra h elps t o 
illustrate this point. These women were graduates of Polytechnics Institute ^ ^ 
twenty years ago and are now executives. They have started to leam the 
information of the cultural programmes from the South China Morning Post (SCMP) 
when they were studying at the Polytechnics. It is noteworthy that only a small 
percentage of people could receive tertiary education twenty years ago and those 
were elites; the SCMP was definitely a newspaper of the elites. 
Besides the programme information, art critics are published in elite press. 
Targeted at more intellectual audiences, the art reviews are presented in a 
sophisticated maimer which is difficult for one who doesn't possess relevant 
knowledge to apprehend. Consequently, popular culture and serious/ formal are 
greatly demarcated. This in turns helps to establish the Cultural Centre as a 
"cultured" and "elite" space. 
29 "The media and Arts Promotion" Public Forum Report, 
www.hkadc.org.hk/eng/info center/1 -2-3/documents/mass media and arts promotion eng.pdf 
30 The point that free programs are provided is to emphasize the inclusion and exclusion owes much 
to the medium of information dissemination instead of the wealth possessed. 
The Polytechnics Institute was renamed to the Polytechnics University. 
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In additions to the "positive" discourse of Cultural Centre created by these 
professional art critics, the “negative，，images which "corrupt" the purity and civility 
of the Centre are criticized and labelled]�. The follows are some quotes from a 
complaint letter entitled "Latecomers' fidgeting and whispers spoiled ballet" from an 
audience who went to the Hong Kong Culture Centre's Grand Theatre to see the 
Kirov Ballet's performance of Giselle: 
“Our nightmare started the minute the curtain went up. We found more than a 
dozen people of all ages standing in the space directly behind us. They were 
there for the whole of Act I. There was a lady with a little girl who could not 
have been more than three. She was quite well-behaved, but inevitably had 
questions to ask from time to time about what was happening on the stage. 
One man standing directly behind me kept moving coins around in his pockets. 
This constant problem with people moving about behind me with plastic bags 
and whispering made it very difficult to enjoy the ballet. 
An usher told me they were latecomers and most were found seats, but five of 
them remained throughout Act II.... 
Also if they were latecomers why did five stay standing during Act II instead of 
being taken to their appointed seats? 
It has been my experience at cultural performances that latecomers are not 
admitted to a performance except during breaks between acts. This policy is 
designed to prevent them from disturbing other members of the audience and 
the performers on stage. 
Also, why was such a young child allowed into the ballet? I thought the 
Cultural Centre and the LCSD had a strict policy that children under six will 
not be allowed into performances unless the show is specifically geared towards 
young children... 
32 For example, please read "Late Starts are a common occurrence", SCMP (Hong Kong), September 
20，2000) and "Mad at Madame Butterfly" SCMP (Hong Kong), September 22, 2002 
"Latecomers' fidgeting and whispers spoiled ballet", SCMP (Hong Kong), December 15, 2002 
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This letter provides lucid evidence on how the space of the Cultural Centre is 
perceived as a mannered and disciplined place. Umnannered and undisciplined 
behaviour are expected to be guarded by institutions - the institutions of the 
government, the media and the like. As Bourdieu (1984: 232) observes, the choice 
and cultivation of “taste” is assisted by an ensemble set of institutions - shops, 
theatres, critics, newspapers, magazines. Yet media institution does not only 
provide choices of taste, it restricts them. Cultural centrality which is also "social 
centrality" embraced in the centre links with "mental centrality，，in the concrete form 
of elite media. To borrow Lefebvre (1991b:333), “the (Hong Kong Cultural Centre) 
centre continues to concentrate wealth, means of action, information and 'culture'" 
and mark out itself as an elite space with the intersecting of social, cultural and 
mental centrality explicit in their concrete forms. In sum, the representation of the 
centre, or the discourse of the centre, can be viewed the conceived space of "elite." 
VII 
The Phallocartic Bodyspace of the Elitist Cultural Palace 
In spite of the accusation of the architectural design as a "public toilet，，- the spatial 
practice of "high" culture programmes it presents - the representation of space as 
elite space, and the representational space of the grandiose interior design, the 
“professional，，performers and modest, mannered audiences altogether have 
succeeded in establishing the space of Hong Kong Cultural Centre an authentic 
"cultural palace.，，Like most palaces in the world, the entrance of the Cultural 
Centre is "restricted," though qualifications of entrance are not clearly stated. 
Paraphrasing Bourdieu, a ‘symbolic boundary' is already drawn in the theatrical 
space of the centre by the perfect and necessary correspondence of the space of the 
producers (the instances of Chan Ka Ming and Jaromil), the space of critics (the art 
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critics in elite channels), and the space of the audiences (i.e., the space of the elite 
and the cultured) (1984: 234). These autonomous but interdependent spaces 
orchestrate the “high” quality of culture the Cultural Centre embodies. As Herbert 
Gans observes, "high culture" is not the culture for the upper class, but of a 
professional stratum that earns it living by creating, analysing and criticizing the 
various works identified as high culture as well as of a group of high culture 
audience who are largely cultural amateur (1992: x). In other words, distinction of 
culture and taste is not necessarily anchored with material class background, as 
Bourdieu (1984) suggests. Rather, the boundary is drawn by the capacity to 
interpret and manipulate cultural codes (Hebdige, 1979; Rojek, 2000). Yet, it is “the 
complex of institutions, myths, rites, laws, beliefs, codified everyday behaviour, 
value systems and material techniques elaborated by a group of humans，，(Eco, 1994: 
119; cited in Rojek 2000: 113) altogether that interpret and manoeuvre the cultural 
codes. Belief in this whole set of dynamics inevitably draws the origin of 
distinction back to the question of power, for it is power that manipulates institution, 
myths, rites and laws as well as codify everyday behaviour and value systems. 
After all, distinction is also a game of inclusion and exclusion of which power is at 
the centre of determination. Obviously, the boundary of inclusion and exclusion in 
the Cultural C entre i s drawn by the elite, who either p ossess economic (the rich), 
cultural (the educated) or political (the state/ government institution) power or any 
combination o f them. Thus, Hong Kong Cultural C entre i s c ertainly not a ‘ public 
toilet' that facilitates the interest of the masses. Instead, it is a 'cultural palace'-
and a 'cultural palace' for the elite. 
Rational recreation and serious leisure is what being embodied in the elite space of 
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Cultural Centre. The leisure bodies in this space, as demonstrated by the various 
cases’ whether from the side of performers or audiences, are spectacular, 
homogenised, civilised, docile, conformed, disenchanted, and rational. The 
bodyspace is as if an “unexciting society," a notion introduced by Elias and Dunning 
(1986) in their study of leisure to describe the control structure in modem society in 
which opportunities for uncontrolled outbursts of strong communal excitement are 
mitigated. The unexciting society of leisure, according to Rojek (1995, 2000) who 
follows Stallybrass and White (1986), is a representation of Modernity 1, which is, as 
Stallybrass and White put it (p. 191): 
Continuously defined and re-defined itself through the exclusion of what it 
marked out as ‘low，- as dirty, repulsive, noisy, contaminating. Yet that very act 
of exclusion was constitutive of its identity. ...Disgust always bears the imprint 
of desire. These low domains apparently expelled as ‘Other’ return as the object 
of nostalgia, longing and desire. (cited in Rojek, 1995: 87) 
The episodes of Joey Yung's fans, the complaint letter in SCMP, the attempt to stop 
the exuberant audience members by the staff in Gil Gilberto's concert, and even 
Jaromil's contempt for street performances all clearly demonstrate how the irrational, 
emotional, undisciplined, "uncivilised" bodies that threaten the “order” of 
"Modernity 1” are repressed by various institutions — the cultural institution of the 
centre itself, the media institution and the institutionalised bodies of the normal. In 
this view, the institutionalised bodies of the normal are themselves institutions, 
whereas the agencies of the disciplined bodies are effects of discourse rather than 
inventor of discourse. All of them help to repress any "anti-institutional" and 
“anti-stmctural，，performances. Whereas festivity is the essence of leisure, the 
interior space of Cultural Centre is its opposite. Camivalesque body (Bakhtin 
1984a) is banished here. In short, the leisure body in this highly institutionalised 
space, thus contradicts what leisure or play permits - transgression of order or 
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anti-structure. 
The centre of Hong Kong Cultural Centre as a repressive and institutionalised 
bodyspace of prohibition, in Lefebvre's (1991b) words, is a “space of phallic 
verticality" or a space of phallic formant. The performance artist Carolee 
Schneemann has also argued that the center of Modernity 1，which supports a 
lifeworld of repression and taboo, is phallic culture (Rojek, 1995: 114). This 
repressive bodyspace, using Lefebvre's terminology of phallocratic, is a phallocractic 
bodyspace. According to Lefebvre (1991b: 286-7): 
This space cannot be completely evacuated, nor entirely filled with mere images 
or transitional objects. It demands a truly full object - an object ‘ absolute'. 
So much, at least, it contributes. Metaphorically, it symbolizes force, male 
fertility, masculine violence. Here again the part is taken for the whole; phallic 
brutality does not remain abstract, for it is the brutality of political power, of the 
means of constraint: police, army, bureaucracy. Phallic erectility bestows a 
special status on the perpendicular, proclaiming phallocracy as the orientation of 
space, as the goal of the process — at once metaphoric and metonymic — which 
instigates the facet of social practice. 
Metonymic (the process of spectating) and metaphoric (the act of writing and what is 
written) are two functions of the "logic of visualization" in the visual formant of 
space - a correspondent of the phallic formant. Through the "logic of 
visualisation," power is made visible in the forms of architectures and gestures, 
where walls, enclosures and facades serve to define both a scene (where something 
takes place) and an obscene area to which everything that cannot or may not happen 
on the scene is relegated. On the other hand, power is made readable through 
written, mediated information and discourse. Hong Kong Cultural Centre, its 
facades without windows, its walls non-transparent, its doors lack exposure; enclosed 
a "scene" of Modernity 1 - civility, purity, order, rationality; and an "obscene" area of 
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which dirty, repulsive, disorder, incivility is relegated. The “written，，text in the 
elite press also relegates the obscene to a distance. The metonymic and metaphoric 
echoes the bureaucracy - the government, the Urban Council, the Leisure and 
Cultural Services Department under which the Cultural Centre is supervised. 
Consequently, the leisure bodyspace of the centre becomes a dominated space of the 
elite, the power and the centre. The dominated space is also the space of mimesis, 
reproducing only the reproductive body and the existing social relations, generating 
nothing but the repetitive, thus suppressing the re-creativity of leisure to the deepest 
end. The potential of resistance inherent in leisure is imprisoned in the structure. 
The phallocratic bodyspace is a bodyspace in which command outlives demand of 
the agency. In Lefebvre ’s words, “the Production of (body)space might proceed, but 
solely according to the dictates of Power: production without creation - mere 




Whilst Chapter 3 examines the first research question of the bodyspace in the 
serious cultural space of the Cultural Centre, the aim of this chapter is to examine 
the second research question: What is the bodyspace produced in the casual 
leisure space outside the Centre? It will take a similar structure to that of 
Chapter 3，i .e.，the representational space will be studied first. Instead of a 
left-over space, the garden and the piazza as representations of amphitheatres are 
not only contradictory but also coherent spaces of the centre. After that, I will 
demonstrate what kinds of spatial practices are involved in the space. Illustrating 
with the case of a dance group ParaPara Society and a street band Fusion, I will 
argue the spatial performance takes what Attali defines as a composition mode or 
a combination of representation/composition. Composing asserts the unity of 
body. It is an ongoing quest for new and immediate communication. Hence, I 
will trace how the recreational body created new communication for both the 
player himself and the society: putting the society back in the realm of leisure, the 
formation of leisure societies would be focused. The thread of recreational body 
and the rise of leisure societies, whether ephemeral or lasting, delineates that play 
fosters the emergence of an embryonic bodyspace - a bodyspace that is 
diversified, multifarious, pluralistic and filled of possibilities. Thereafter, I will 
examine the representation of the space. This space is mainly composed of 
negative discourse on uncivil and disorder deeds in the space. These negative 
discourses on ‘incivility，，together with other institutions that impose standards 
and regulations on leisure consumption, have shown that this embryonic 




Representational space; the Garden and the Open Theatre 
So the garden played the world, and the world, as Pope obsessively charted, 
played at theater. (Hunt, 1992: 73) 
• I t 
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Fig 4.1： a sketch of the fountain in the garden outside Cultural Centre 
‘•’ 、邏 
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Embracing the Auditoria Building are a garden on the concave side of the 
architecture and a piazza on the other side near the Museum of Art (fig 4.2). The 
most striking feature in the garden is the Clock Tower, a relic of the former 
Kowloon-Canton Railway Terminus (fig 4. 3). Before the modem architecture of 
the Auditoria Building was conceived as ‘the British last legacy to Hong Kong^ this 
ancient, historical time-runner and time-keeper seemed to confer a parody to first 
modernity itself, and second the time span of colonialism: the notion of Hong Kong 
as a "borrowed place in borrowed time，，is tangibly represented. 
::::圖,:i;m；it:：圓 
Fig. 4.3 The Clock Tower as part of the KCR terminus (left) and as a relic (right) 
In front of the Clock Tower is a fountain with palm trees planted on both sides (fig 
4.1). Situated in the middle, the fountain divides the garden in two, and generates 
an image of orderliness and regularity in its design. In the space between the fountain 
and the entrance of the Auditoria Building lies two curving pavilions ^ for 
performances, functions and events. These two pavilions are separated by a statue, 
the Flying Frenchman (fig. 4.4)，which is placed perpendicular to the main building. 
Echoing the wing shaped main building, the Flying Frenchman accentuates the spirit 
of freedom embedded in the space. 
1 "A Cultural Centre Will Be Britain's Last Legacy To Hong Kong" in Financial Times (London, 
England) Section 1; The Arts; pp XXII, April 8，1989 
2 Please refer to area A & area B in Ch. 2 fig. 2.2 
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On the other side of the fountain is the waterfront promenade. Instead of just ‘left 
over space，as Chan (1995) has suggested in his analysis of the architectural space of 
Hong Kong Cultural Centre, the garden, which is enclosed by colonnades stretching 
from the main building as well as those supporting the rostrum running along the 
waterfront, is indeed well designed to be an integral part of the entire precinct of the 
Cultural Centre. In the absence of stylish decors, the colonnades, which resemble 
those in ancient theatres, turn the oval-shaped open space into a theatrical form of an 




歎 ‘ ' H P . IIIII�� 
Fig. 4.4 Flying Frenchman 
The piazza outside the Restaurant Block is an amphitheater. Not only do the 
colonnade-arches at the waterfront reverberate a theatrical atmosphere, but the 
extensive terrace forms a fabulous open space audience platform. Most 
performances of the Arts and Crafts Fair, organised by LCSD, take place in the 
piazza. It is a leisure space for people to chat and play as well as a theatrical stage 
3 For a relationship between garden and theater, please see Hunt (1992), "Theaters, Gardens and 
Garden Theaters" in Gardens and the Picturesque. 
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for performances. Moreover, the placing of some statues in the area adds the 
cultural and artistic ambience of the space (fig 4. 5). 
HmI iSl 
神,�如余 , " fZ 一粉‘细中"……广,，"^"^ 
Fig. 4.5 The statue in the piazza 
At first sight, the mingling of garden and theatre imagery seems to blur the 
demarcations between the interior and the exterior. However, the colonnades 
support of the Auditoria Building form a threshold niche in between the garden and 
the indoor theatre (fig. 4.6). As a result, as the nontransparent and the windowless 
fayade implies, the internal and the external world are segregated rather than 
integrated. In fact, the "visibility" of the entrance to the Auditoria Building is much 
reduced by the colonnades (fig. 4.7). Separated by this continuous threshold 
corridor, the design of the piazza in front of the restaurant block offers little 
connection with the interior. Actually, the world outside the centre is quite different 
from that inside. On the other hand, the enclosure of the garden and the piazza 
seems to have suggested that the exterior and the interior of the Cultural Centre are 
both connected and disconnected, unified and fragmented, homogenous but also 
heterogeneous. It is now going to be changed. 
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Hcsng K 卿 Cultural Certer Kowtoon, September 
Fig 4. 6 The threshold corridor in-between the interior and the exterior* 
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Fig. 4.7 The ‘invisible’ entrance 
4 This picture is taken by Mike Elek (pages.prodigv.net/nmi-elek/photos/images/list.htm). 
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II 
Spatial Practices: Compositional Performances 
As I have argued in the previous chapter, in the serious cultural space of Hong Kong 
Cultural Centre, professional and mannered 'performance' together with technical 
and intellectual ‘competency，of social actors constitute the spatial practice and 
thereby its spatial character as a 'cultural palace'. In the ‘cultural palace，，it does 
not matter that the ‘performances’ of actors and of spectators have become spectacles. 
The former illustrates Attali's (1985) 'representation' network of music distribution, 
by which music and other performances have become exchanged spectacles; the 
latter enunciates the body's annihilation into a spectacle of status marking where the 
emotional and the authentic self has always needed to be subordinated. If mental, 
intellectual contentment is what is attained in the serious ‘cultural palace', I would 
argue in this section that corporeal and emotional pleasure sprang from autonomous 
body performance of social actors is the fountain of joy in this leisure land. More 
importantly, leisure bodies do not only produce egotistical pleasure; they are sources 
to transgress societal order and foster a dynamic community too. 
Before I go into detail the ‘performance’ of autonomous body in the site, I would first 
examine the most elementary spatial practice in this leisure space, i.e. the 
consumption of the space itself. Through the consumption of space, sensory 
pleasure can be obtained. Thereafter, I will examine another major category of 
practices in the space - street performances. Supposedly, autonomous bodies 
constitute the casual but animated culture of street performances. Now I am going 
to see how the leisure body releases its captive energy and gets sensory gratification 
from the produced nature first. 
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Consumption of Produced Nature, Space and Noise 
urban park is useful in proportion as it is rural The real, the only reason 
減y a great park should be made, is to bring the country into the town, and 
make it possible for the inhabitants of crowded cities to enjoy the calm and 
restfulness which only a rural landscape and rural surroundings can give...all 
other objects must, in a great park, be subordinated to the one central, 
controlling idea for rural repose, which space alone can give. 
-Charles Sprague Sargent, 18885, cited in Bachin 2003, p. 12 
'We need sunshineV said one of the Pakistanis whom I had asked why they often 
went into the garden of the Cultural Centre on a nice autumn night. I wondered, what? 
"It's night already and the sun is taking its rest. So what are you here for?” "We need 
sunshine!" the Pakistani repeated the same words in the same affirmative tone. I 
did not quite understand his answer at that moment, but it evoked the representation 
of Chung King Mansion6 as an erotic yet dark, crowd, awful and dangerous 
environments in Wong Kar-wai's Chungking Express. It might be that this friendly 
Pakistani lived in that miserable place and therefore had a strong desire for sunshine. 
“Do you live in Chung King Mansion?" "Yes!" the Pakistani answered. To Wong 
Kar-wai's fans, the exotic and erotic imagery of Chung King Mansion may be 
intriguing, but it is never the case for the people who have their home there. To 
them, gratification from the enjoyment of "free" nature such as sunshine is already a 
luxury. 
Lefebvre (1991b) discerns, not only sunshine but also other originally "free" natural 
elements such as air, light, water and even the land itself have become "new 
5 Sargent was the director of Harvard University's Arnold Arboretum and one of the founders, along 
witii Frederick Law Olmsted, of Garden and Forest Magazine. 
6 Chung King Mansion is just a few minutes walk from Hong Kong Cultural Center. It is a building 
inhabited with mostly Pakistanis, Indians and other Asian minorities. 
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scarcities" in the age of capitalism when all these “raw materials” are appropriated 
by the capitalists as a means of production. Everything has become factitious and 
‘sophisticated’. The most ironical thing is that whilst urban space is derived and 
detached from natural space, it recreates its own space as well as the space of ‘nature’ 
to compensate for the lack of space used for either leisure or production. Following 
this logic, sunshine is natural as well as artificial. As Lefebvre (1991b: 329) puts it: 
In the most modem urban planning, using the most highly perfected 
technological applications, everything is produced: air, light, water - even the 
land itself. Everything is factitious and ‘sophisticated’； nature has disappeared 
altogether, save for a few signs and symbols - and even in the nature is merely 
'reproduced，. 
With the water of the Victoria Harbor, the trees, abundant air and sunshine, the 
garden of the Cultural Centre are a desirable ‘produced,^ natural space for the 
citizens who live in the congested urban jungle (such as the Pakistani who needs 
sunshine) to satisfy their desire for nature. 
Not only is the produced nature a product of consumption in a leisure space, space 
itself is the subject of consumption. At the night of the Para-Para Society's 
three-year-old anniversary function, a member of the audience, an aged woman who 
lived in Tokwawan^, said that she went there to "enjoy the breeze, the night scenery 
and leam more things...” When I asked her the difference between where she lived 
7 The space "produced" can b e interpreted on two levels. First, the land of the Cultural Centre is 
reclaimed land and therefore is "produced" on the level of the physicality of the land. Second, the 
notion that this leisure space is "produced" has to be understood within the Lefebvrean theory, in 
which the word "produced" is described with itself at the conceptual level of the logic of capitalism. 
In actuality, the recent disputes between the government and the citizens on the reclamation project 
of Victoria Harbor has demonstrated how nature is produced, either artificially or through 
non-production of it. 
8 Tokwawan had been one of the important industrial districts in the past when Hong Kong was 
undergoing a rapid industrial development. There are few open spaces in these districts and most of 
them are decaying. 
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and the Cultural Centre, she said: 
"Tokwawan is a place with only streets and there aren ’t any places for you to 
stroll and sit. In the past when I went to work, I only wanted to take a bus once I 
stepped out of my home. There's no time to... Now I don 't have to work, but I 
can ,t find any places to sit and amble where I live.“ 
Sea breeze and sunshine, a spacious area for people to sit, the openness of the 
physical space is what the people who live in enclosed matchboxes look for in the 
open space of Cultural Centre. Unexpected free "performances" such as the 
Para-Para dance are a bonus. Yet surprisingly, “noise，，from these performances 
may be the origin of pleasure. Actually, I haven't thought of the older people in the 
audiences for a Para-Para dance, as I regarded the pulsating, boisterous and strong 
beat Para-Para music as not something that the elderly would like. However, a 
woman who lived in the public housing estate near Wong Tai Sin was attracted to the 
event exactly because of the ‘noise，： 
“Don 'tyou think that the music (of Para-Para) is tumultuous? ” 
“No, It is ebullient and joyful I feel like it. At home I dare not even make the 
volume a little bit louder when I listen to the Cantonese operas. I am afraid that 
others may grumble.“ 
To me, the Para-Para music is noisy and disturbing. However, for this woman, it is 
exactly the "noise" that delights her. Whereas silence is appreciated inside the 
Centre, "noise" is what some people desire in the open space. More precisely, 
"noise" means the absence of control of the loudness of sound, whether the control 
takes the form of psychological or legal. Undoubtedly laws forbidding the making 
of noise exist in our legal society，yet I would think that the woman's fear of 
complaints from others is a psychological trepidation, which in turn is a consequence 
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of the densely packed environment of public housing estates. Public housing 
estates, where housing units are extremely c lose to each other, resemble Betham's 
"panopticon". As the name "public housing estate，，implies, the private domain is 
infiltrated by the public "gaze". The inhabitants always "internalize the gaze，，of 
others into their actions and "discipline" themselves (Foucault, 1977) The open 
space of the Cultural Centre as an opposite of the "prison" thus provides people 
living in such environments not only physical but also psychological emancipation. 
The bike gangs who like to hook strong amplifiers at the rear of their bikes and play 
music loudly in the open space of the Cultural Centre also said one of the reasons 
they liked to cycle to the Centre is because it's a place without noise controllo. 
These bike gangs, as the names of their troops such as ‘‘Sun Tsui” and “Tsui Ping” 
indicate^ \ are youths who have grown up in public housing estates. To them the 
pleasure is not only in enjoying “noise，，produced by others but making “noise” 
themselves^Although it is not "noise" but music that an old man plays with his 
sawi3 at the waterfront of the Cultural Centre, the reason for his coming is the same 
as that of the bike gangs - to play in an environment without noise control; since it is 
also what is lacking at his home in the crowded area of Yaumati. 
Whether sunshine, noise, sea breeze or space, sensory pleasures can be attained in 
9 For instance, in Fruit Chan's Made in Hong Kong (1997), the protagonists all live in public housing 
estates. The public housing estate of Ah Ping, the name of the main female character, is designed in 
the style of Panopticon. � It is not that the law of noise control does not apply to the area of the Cultural Centre. However, 
since the Centre, located at the waterfront, is distanced from the residential area, a greater degree of 
tolerance is permitted in that area. 
“"Sun Tsui" is the name of a public housing estate in Tai Wai and "Tsui Ping" is another in Kwim 
Tong. 
12 The issues of subculture politics will be discussed in later in this chapter. 
13 Music can be generated by bending and bowing a saw in different ways. The music created by a 
saw is called saw music. In western countries, performances of saw music are even presented in 
formal concert halls such as the one inside the Cultural Centre. However, in Hong Kong only a few 
people have any knowledge of saw music. People always show astonishment on their faces when 
they see this man playing music with a saw. 
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the scenic garden of the Cultural Centre. Serving the physical and psychological 
needs of city residents, the produced nature and space in the garden satisfies the 
function of what Bachin (2003) depicts as the role of an urban park - “antidote to 
urban ills". Rather than consuming the space for other practices, the consumption 
of the space itself is the chief category of spatial practices in the casual leisure space 
of the Cultural Centre. 
Compositional Culture of Street Performance 
Perhaps it's because the space is conceived as a milieu of freedom of ‘noise, that the 
open space of the Cultural Centre is a favorable site for street performances - pop 
music, Para-Para dancing, violin playing, saw music, skateboarding, etc. It's not 
necessary that the 'performers' go there intentionally to perform and the ‘spectators， 
go there purposely to see 'performances'. Actors may go there for their own leisure 
purposes yet might come across new blissful experiences. For instance, the reason 
that the old man played saw music on the waterfront rather than at home is that the 
Cultural Centre does not have noise control. However, as a consequence, 
vagabonds and street kids become his first audience. With or without an audience, 
he plays in the same manner, because he does not play for others, although he does 
not mind playing for others if he is asked by someone to play a particular song. 
This is different from the "representation" network of music inside the Cultural 
Centre, the saw man who "performs" for his “own enjoyment, as self-communication, 
with no other goal than his own pleasure，，（Atali, 1985: 32) is playing the music in a 
"composing" mode. Attali suggests, ‘composition’ contains the seeds of a new 
noise exterior to the institutions and customary sites of political conflicts. In 
‘composition，network, it does not only imply that the music player plays for his own 
pleasure. “But it reaches far beyond that; it relates to the emergence of the free act, 
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self-transcendence, pleasure in being instead of having，，(ibid. p. 134). By free act 
it means one can take control over his body and its potential, and thereby attain 
autonomous pleasure from it. In other words, it enables a new unity of the body. 
The composition network thus refutes the spectacular performance culture as the one 
embraced in the serious cultural space of the Centre, of which body is alienated into 
a confined spectacle of status marking. 
Yet, Attali maintains that playing for one's own pleasure shall not be conceived as 
contradictory to communication. Rather, the relationship with others is constituted 
exactly through body, but a body that shatters the screens of the symbolic, usage and 
exchange, i.e. autonomous body. As Attali writes (p. 143): 
But in composition, it is no longer, as in representation, a question of marking 
the body; nor is it a question of producing it, as in repetition. It is a question of 
taking pleasure in it. That is what relationship tends toward. An exchange 
between bodies - through work, not through objects. This constitutes the most 
fundamental subversion we have outlined: to stockpile wealth no longer, to 
transcend it, to play for the other and by the other, to exchange the noises of the 
bodies, to hear the noises of others in exchange for one's own, to create, in 
common, the code within which communication will take place. 
In fact, most 'street performances' at the Cultural Centre take the form of 
compositional network. The Para-Para dance performance is one example. 
According to Richard, the director of Para-Para Society, it was the night of 
Halloween 2000 when he and a few friends went to the piazza under the Clock 
Tower to dance Para-Para for the first time. At that time, the Para-Para Society had 
not yet been formed and the activity was not yet a popular one. People danced 
Para-Para only in game centers, as Para-Para dancing was begun there with a game 
Para-Paradise. But they felt it was boring to dance with a machine once they had 
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become familiar with the songs. Meanwhile, they knew that most Para-Paraists 
danced in the streets of Harajuku in Tokyo. So they went to the Cultural Centre to 
taste the feeling of dancing in an open space instead of the enclosed game centers^ 
At first, they just went there to dance for their own fun. Yet they attracted a lot of 
spectators with their first 'performance'. Some spectators even asked if they could 
join the dance. Thereafter, Richard and Ivor decided to dance in the piazza of the 
Cultural Centre every Saturday night. 
There were only about ten people in their first dancing activity, but the number 
increased sharply to two hundred just a few months later. The attractiveness of 
Para-Para dancing is exactly what the compositional model of performance fosters -
an exchange and communication between bodies. As Ivor said, resonance is 
produced when the dancing body performs the same act with another: 
"When you move your head, and you see the one next to you moves his head in 
the same way as you. The feeling is very strange. You have a feeling that you are 
not alone. And it's very attractive. ” 
Richard has also put a similar view on this: 
“It s very important that we dance in a collective. Collective is very important. 
The feeling and the ambience of a group of people dance together and doing 
each action together is very effective. It applies not to dance alone. What's 
moving and exhilarating is that a group of people do something together. The 
greatest motive of my perseverance with this activity is the charisma of playing 
together.,, 
Yet the resonance is not a forced homogeneity but a consequence of a spontaneous 
14 According to another Para-Paraist, Ivor, the Cultural Centre rather than other recreational venues 
was chosen because of its proximity and the feeling of security that was generated by the sufficient 
lighting of the place. 
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act by autonomous bodies. Everyone can join or leave the dancing party whenever 
they like. One can be a Para-Parist at one time and a ‘spectator，at another. No 
confined spectacle, no obligation, no repressive governance of the body. 
Para-Paraists enjoy the gaze, but do not dance for the gaze: 
/ discovered that the presence of audiences make a great difference to a 
"dancer ”. It is not necessary for the audience to know how to appreciate. Even 
someone who just stands and looks at you is better than you dancing alone at 
home. I think more or less people like to attract attentions from others. 
In contrast to Jaromil who needs the intellectual gaze from the spectators, 
Para-Paraists treasure the corporeality of their audience. In spite of a "display of 
status", the ambience emanating from togetherness - to be together with other 
dancers and to be together with the audience - is the source of pleasure. 
The bodily interactions with others has also attracted Fusion, a band that consists of 
four teenagers who come from the Academy of Performing Arts and the Musical 
Institute to go to the open space of the Centre and play music every Saturday. 
Fusion started to perform at the waterfront of the Cultural Centre since February 
2003 after they heard two friends' exciting experience of performing before a 
flaunting crowd on Christmas Eve, 2002，at the Cultural Centre. These teenagers 
get a lot of chances to stage performances in ‘formal’ venues yet are glamorized by 
the ambience of street performances. As Hansun, the leader of Fusion, said: 
“The ambience is so different performing in the street to performing serious 
music at an indoor venue. The response from the audience is more direct in the 
streets, but in concert halls the audience claps only when the entire performance 
is finished. We like the more direct and interactive modes of 
communication. ...You are so close to each others lives when you are 
performing in the streets, while you feel so isolated when you are performing on 
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the stage in a concert hall. In the street, you can always have interactions other 
than purely music experience. There are many other kinds of interactions. ” 
Unlike the "performance" culture embraced inside the Cultural Centre, the 
performance of both the performers and the spectators are not bound by 'manners' 
and ‘professionalism’. Hence, on the performers' side, their mistakes are easily 
forgiven. Actually, Calvin would occasionally make minor mistakes when he 
played saxophone, yet laughter rather than booing would emit from the audience. On 
the side of the audience, everyone can join the party, clap, dance, shout and leave 
whenever they want. Gesture ties to feeling instead of attaches to rules. Once 
when Fusion sang children's songs, many families with small children were attracted 
to them. Their audience was growing and growing. Lovely kids come out and 
danced in the center of the circle. Their parents and the rest of the audience clapped 
their hands along with the beat of the songs. The ambience was very high. The 
scene was really moving and warm, ands one can feel pleasure that simple — the 
breaking of boundaries between ages, classes and gender, (fig. 4.8 & 4.9). 
Representation and Composition 
Despite the fact that the music Fusion played is always popular music, playing for 
one's own pleasure and playing free for others, these amateur musicians are able to 
turn music into “a daily adventure and an element of the subversive festival again" 
(Attali, 1985: 140). The adventure is generated by the corporeal presence of other 
people and their lively interactions. So although it is popular music, it becomes a 
collective creation rather than an exchange of coded messages. No performance 
can be reproduced or reversed. This combination of representation and composition 
is a network of music distribution whereas monetary exchange and the confined 
spectacle are evacuated and whereas music is made for participation in collective 
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play, as Attali says, "is an ongoing quest for new, immediate communication, without 
ritual and always unstable"^^ (ibid: 141). 
Whilst the integration of composition and representation is very obvious in many 
musical street performances, the story of the Para-Para Society speaks even more 
clearly of the resistance of 'composers' to become spectacles. As I have mentioned 
earlier, Para-Para Society did not exist in the very beginning when the Para-Paraist 
danced at the Cultural Centre. However, once the activity had become very popular 
and when there were two hundred people or more at every meeting, they were 
requested by LCSD to pay a rental fee of about HK$3，000 if they wanted to use the 
piazza for a meeting^ And this is the price for a non-profit organisation. So, a 
pilot Para-Paraist registered as a non-profit organisation and became what is now the 
Para-Para Society. Three thousand dollars is still a large sum to the. Richard and 
Ivor did not want to collect any fee from the audience because they wanted to 
maintain it as a free and healthy activity. Since Para-Para had become more and 
more popular at that time, many brands wanted to offer Para-Para Society 
sponsorship. Undoubtedly sponsorship could relive their financial difficulties, yet 
all offers were turned down, as Ivor said: 
J 7 
“Coke, Pepsi, Nike and even 71 have approached us and they wanted to 
sponsor us. But we do not think it is good. Because we were sponsored by Coke 
once, but we had to put two banners beside us. We didn 't'want this. We thought 
it was not appropriate and we decided to reject any sponsorship.“ 
It is true that the popularity of Para-Para was "produced" by the "cultural industry" 
15 One may argue that every performance inside in the Cultural Centre is irreproducible as those in 
the streets. However, the sacred ritual suppresses the audiences from interacting and hence prohibits 
the performance to become a collective play. 
16 The fee is used partly as public insurance fee and partly as location rental. 
17 '71' is a 24 hour open convenient store chain in Hong Kong. 
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which consisted of the commercial games, the record company of Avextrax^^; and 
promotion in the mass media^^. Nonetheless, in refusing to accept the sponsorship 
which would probably have turned the leisure bodies into ciphers of a commercial 
brand, they succeeded in retaining their self-autonomy and preserved the meeting as 
'composing' function rather than an alienated representation. 
Thus the autonomy of a leisure body is both the ‘performance，and the 'competence' 
of the social actors that make the open space of the Cultural Centre a recreational 
garden and an amphitheater. It means free acts compose the spatial practices in this 
leisure place. So the performance culture is a ‘composing，culture - indiscriminate, 
opportunistic and contingent ~ the character of casual leisure space Stebbins defined 
(1997). Above all, the most important thing to note is the critical role the autonomy 
body played in the production of this space and its effects. It is not only how an 
autonomous body composes the spatial practices, but how the composing, which is 
an ongoing quest for new and immediate communication, without ritual and always 
unstable" actualizes the potential of play. Thus it is the relations of leisure bodies 
and the societies to be examined. 
Ill 
Re-created Bodies and Leisure Societies 
As explained in Chapter 1，the body at play is liminal (Turner, 1987; Rojek 2000). 
The a utonomous b ody e nables t ransformations to self and changes to s ociety. In 
this part, illustrating with the grotesque bodies in festivals and the bodies of 
18 According to Ivor, the music of Para-Para is produced by Avextrax and the games are actually 
means to promote the records. 
19 For instance, the film ParaPara-Sakura starring byAron Kwok further helped to increase the 
popularity of Para-Para. 
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cosplayers, I will try to make the link between recreational bodies and the emergence 
of leisure communities. Leisure communities can be ephemeral or lasting. 
Leisure communities created during events and festivals dissolve quickly. But the 
stories of the Para-Para Society, Fusion, a Chinese Male Band and the bike gangs 
will show that leisure communities can endure. 
Recreated Body 
Leisure is recreational, so body is recreated through leisure. But a leisure body can 
be recreated in two ways. First, through the discharge of surplus energy in 
recreational activities, the body is recreated and filled in with new energy for work. 
The recreational body of Para-Paraist is an example. Second, the meaning of a 
body recreated lies not in the dichotomy of work and play but rests on the 
constitution of self-identity through body "modification"^^. It is believed that the 
second kind of recreational body, which shall be best exemplified by the grotesque 
body, can represent a refusal of orderliness and social control (Bakhtin, 1984a). 
Grotesque bodies often appear at the open space of the Cultural Centre during 
festivals, and especially the western ones such as Halloween, Christmas and New 
Year eve. Revellers may costume as ghosts, Lolita^\ punks and roles of cosplay^^; 
while some just use the colorful light sticks to make their unique and creative DIY 
accessories. Grotesque body allows an actor to have a feeling towards himself, as 
20 Whilst the common usage of "body modification" refers to the pathological mutilation of body 
through acts such as scarification and branding (Pitts, 2003), I employ the term here to refer to a 
wider scope to include any intentional alternation of physical body by even ordinary "props" of 
fashion so as to make the body more spectacular. 
21 According to the Lolitas whom I met at the Cultural Centre, "Lolita" is itself a culture. It is not the 
same as cosplay. There are already many families of Lolita within its own culture: Gothic, 
Sweetlove, etc. 
22 "Cosplay" is a masquerade activity. Cosplayers will play themselves into another identities of roles 
in films, novels, cartoons, etc. This activity is booming in youth circle and is always being regarded 
as a subculture activity. It is a booming hobby. 
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Toto, a boy who did not emboss himself with costumes or masks in the Halloween of 
2003 said: 
“I will definitely make a horrifying look for myself. The more horrible the better, 
since many people will then ask you to take a photo with them. You will become 
a super idol.” 
Despite the grotesque body in the celebration of Halloween being something quite 
extraordinary, Toto's answer enunciates that "costumes" can re-create, negotiate, 
reinvent and play an identity for the self. In fact, cosplayers use to gather in the 
piazza of the Cultural Centre every three months on the afternoon of the last Saturday. 
Some of them dress up as characters from Japanese comics, some of them play 
themselves as foreign bands, and some make themselves L olita.... (fig. 4. 10, fig. 
4.11 & fig. 4.12) Usually, the cosplayers make the costumes themselves. Some 
said that they got to understand the role they played more in the process of searching 
for information about them. Body thus becomes a "dramaturgical tool” (Goffman 
1959, 1974) through which the player communicates with the one they have played. 
The cosplay body also acts as a communicative vehicle to bridge the internal and the 
external, the mental and the corporeal self. Paradoxically, the self is and is not the 
self when a cosplayer plays another character. “It's perfect if you can feel the 
feeling of the one you played, but it is still my self in its core’” said Cozi, a cosplayer. 
"Wearing" another “identity，，onto one's body resembles the traditional ritual of a 
wizard's interpellation of a spirit onto his body where his body becomes a liminal 
zone. The liminality, the in-betweeness, the threshold of the body implies that the 
body is not static, pristine or passive but full of possibilities. Actually, less extreme 
forms of 'cosplay' are frequently played by the players and especially by the 
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subculture actors outside the Centre in simple forms of tattoos, stylist clothes, etc. 
These playful bodies are incontestably performative, but they are not performative in 
the same sense as the one embraced inside the Cultural Centre, which is in fact the 
subordination of self to the system. Performative displays of these leisure bodies in 
the ‘playground，of the Cultural Centre, as Pitts (2003) notes, is subversive. A 
performative display discloses the multiplicity and slipperiness of body, ‘resists a 
resolution into the fixity of a dichotomous system' (Cohen 1996: 63，cited in Pitts 
2003)，problematizes gender norms, sexual identities and other bodily conventions. 
This kind of 'performative' body is as Bakhtin (1984a) says, a refusal of orderliness 
and social control. It is not only the self that is recreated but the society as well. 
Leisure Societies 
In the Halloween of 2003, the usual order got really upset when suddenly all the 
ghosts, vampires, monsters, angels and devils entered into the frame of my DV cam 
proactively. Normally, people would hide themselves away from strangers of 
cameras. Yet bizarrely it wasn't the case that night. I guessed it was owing to the 
magic of the "masks" - people tend to behave more freely and audaciously with their 
real "face" hidden under the masks. But even 'humans' behaved extremely friendly. 
"Trick or treat", these three simple words narrowed the gap between all the people. 
Similar scenes occurred at Christmas Eve and on New Year's Eve. The vast area of 
the piazza and the Clock Tower render the Cultural Centre an extremely desirable 
site for a count down, a traditional festival ritual. Every year, grotesque bodies 
wearing garish costumes and DIY accessories make the colorful light-sticks of 
different nationalities flock into the place and wait for the ten second countdown. 
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Before that there are always waves of screams. Tony said “you are exalted when 
you resonate with others' screams. The feeling is like that of body waves when you 
feel you are with others." When the count down moment arrives, the crowd stops 
their original activities and shout "ten, nine .. .three, two, Happy New Year! Or 
Merry Christmas!" exhilaratingly and some throw the color sticks into the air. In 
that ten seconds, the emotions of the crowd rise into the peak, individual bodies seem 
to have merged into the one, the one without order and rank. 
"Because there are many people her，，. This is the model answer when the revellers 
were asked their reasons for celebrating festivals at the Cultural Centre. In the New 
Year of 2004, strangers just encircled themselves and played a game of 
tmth-and-dare23 after the countdown. There were ten people in the circle at first, 
then twenty, an hour later the number of people had reached over two hundred. 
These people didn't know each other, but they d idn't mind playing with strangers 
during festivals. That night, not only were boundaries between local people broken 
down, but the border between Hong Kongers and the Pakistanis were also blurred. 
It is undeniable that quite a number of locals and even our government have 
discriminate against Asian minorities such as the Pakistanis, the Filipinos, the Indians, 
etc24. Usually, interactions between minorities and locals are very rare. On the 
night of the Para-Para Society's three-year-old anniversary function, the Pakistanis 
just stood behind the railings even though their facial expressions showed that they 
would like to dance together. However, some locals joined in the dance of the 
23 Truth or Dare is a game of chance. Placing a subject at the center of the circle, the person whom the 
object points to needs to choose either to tell the truth about something that other players ask 
him/her, which is usually a secret, or to do something that challenges your courage. 
24 Fermi, the director of UNISON, a non-government organization which fights interest for the Asian 
minorities, has said that these minorities are not only neglected but actually ignored by the SAR 
government. For instance, these groups receive unfair educational opportunities because of the 
discriminating education policy. 
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Pakistanis that night of New Year's eve. The dance circle was just beside that of the 
truth-and-dare game. The beat of the drum played by the Pakistanis as the music 
for their dance further intensified the fervent emotions. At a moment, the 
emotionally expressive bodies of the revellers seemed to have resurrected the 
carnival in the leisure space of the Cultural Centre (Bakhtin, 1984a)，while these 
passionate bodies also fostered the formation of ‘emotional communities' or ‘leisure 
society’（Maffesoli，1991). 
Maffesoli (1991) states, binding amongst ‘emotional communities' in these meetings 
is episodic, fractious and ephemeral. Truly, the order transgressed during the 
festival will quickly recover in the next day. The players in the circles of 
truth-and-dare would become strangers to each other again, locals and the Pakistanis 
still keep apart, people will hide away from the camera after Halloween... The 
festivity just vanishes when all the grotesque bodies return to normal. Maffesoli 
(ibid) calls this kind of collective yet momentary affectivity and coherence of people 
in the context of postmodern society in which social is believed to have disappeared 
already "neo-tribalism." To Maffesoli, the gathering of these neo-tribes is 
"typically predicated on the spectacle, the game, the brand-name and the cult activity, 
is only meaningful because it is part of the massification processes of postmodemity 
which transform everyone into a cipher, a mere spectator of life，，(Maffesoli, 1988: 
148n). Therefore, "leisure society" is not real, the emotional intense solidarity is 
self-deceiving and merely a mythological sign in the sign-economy. 
Yet, I would argue that Maffesoli is only partly right. It's true that social coherence 
may be momentary in social events such as the celebrating of festivals; and 
especially the spectacular e vents organised by the institutions such as those I will 
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make clear in Chapter 6. Nonetheless, as Rojek (2000: 12) criticises, Maffesoli's 
view is not pointing to the emergence of new bases and standards of solidarity. In 
reality, as I am going to demonstrate with the instances of a few street performance 
groups and the subculture communities of the bike gangs, "leisure society" can be 
genuine; spectacles can be anti-signs, authentic; and the intense collective affectivity 
can be long-lasting. 
In fact, the composition-representation street performances of the Para-Para Society 
and Fusion which I have explored earlier in this chapter already prove the existence 
of an a nti-sign s pectacle. Not o nly do t heir p erformances s hatter the c odes, t hey 
can also provoke collective affectivity. For instance, the Para-Para Society have not 
had a meeting at the Cultural Centre for two years now because they could not afford 
the expensive rental fee. Also, the Para-Para is no longer a popular leisure activity. 
Nonetheless, as Richard said, there were at 1 east a hundred people whenever they 
organised a meeting. At the three-year-old anniversary function on Nov 2003， 
there were about 150 members who joined the ‘party，. Though seldom meeting 
with each other, the affiliation between the members is what moves Richard and 
urges him to seize every opportunity to keep this meaningful activity alive^ .^ 
Similarly, Fusion has also some profound relationships with their audiences. The first 
time I approached the group to ask for an interview, I mistook two girls, Mimi and 
Iman, as the members of Fusion, as I saw them sat in the same position every week 
and they were very close with the band. Only later did I realise that the two girls 
25 Actually I met Richard just four months ago when I did the field study one Saturday night. I saw 
some people dancing and I was not sure whether it was Para-Para. So I went to ask one of them and 
that was Richard. After discovering that he was the director of the Para-Para Society, I invited him 
for an in-depth interview. Richard told me that they had heard that some Filipinos dance at the 
Center every Sunday without disturbance from security. So they go to the piazza again and see if 
they can continue to dance there without paying the high rental fee. 
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only came to know Fusion when they once sang Mimi a birthday song. They took a 
photo together after the song. Mimi and Iman went back to give Fusion the photo the 
next week. Since then they have developed their friendship. They are very close 
friends now. Not only will they go camping, picnicking and sometimes church 
together, but their conversations and small deeds show that they really care for and 
have concern for each other. Whilst Iman and Mimi reflected that the enthusiasm 
and energy of youth has invigorated her own life. Fusion members said that Iman 
and Mimi had helped to envision their horizon. Mimi and Iman still go to support 
Fusion every Saturday. As Calvin admitted, their presence gives them 
encouragement and they perform better. On the other hand, Fusion has also helped 
Iman and Mimi on various issues. For instance, they helped to bring about one of 
Iman's wishes, which was to turn a street performance by the mentally handicapped 
children at the Cultural Centre, into a reality^^. Actually, this leisure society with 
Fusion at its core is growing. More and more people from different backgrounds, 
age and class are 'fused' into the circle: Alan a middle-age photography-favorer, 
Patrick a 15-year-old teenager who has just finished school, two secondary girls, and 
a war-gamer who even go to jam music with Fusion together.... The harmony of 
music does not come from the silencing effect of music but its opposite, the inclusion 
of spontaneous communication, diversities, noise, and authentic communications 
between the performers and the audiences. 
A group of middle-aged men has also come to play music on the waterfront at the 
Cultural Centre's communal building since the summer of 2003 after the outbreak of 
SARS put it under control. At first, two men started to play with their Chinese 
musical instruments outside the Centre. They said that they wanted to bring 
26 Iman is a social worker who takes care of the mentally handicapped children. 
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happiness to Hong Kong people through their music. It started with two, and there 
are more than ten in their group now. Many of them just came to know each other 
at the Centre and felt enchanted when they found someone who had similar hobbies. 
Like the Para-Para Society and Fusion, a community is forming amongst this group 
of middle-aged men. In view of their intention, the affiliation of the Chinese Men 
Band can be said to have gone beyond the in-group bondage to the association of all 
Hong Kongers. In other words, the emergence of this leisure community is a 
response to the need of the communal feeling of the people in our Hong Kong city. 
Subculture Communities 
Subculture has been defined as an antithesis to mainstream culture, and a subculture 
group is a social grouping that confronts dominant cultural norms through their 
articulation of self-identifying style and appearance (Hebeidge, 1979). Perhaps, at 
the Cultural Centre, the world of “subcultures” is more ‘visible’ than anywhere else 
in Hong Kong: the bike gangs, the skateboarders, cosplayers, lo nai mui (老泥妹严， 
brake dancers (hip-hops), punks, MK^^.... These subculture actors embellish 
themselves with “distinctive，，style through their weird fashion and "designer" pops 
(such as the very individualistic decorated bikes) and this makes them highly visible. 
However, instead of drawing the focus to whether or not these spectacular subculture 
actors attain authentic resistance, I would like to focus on the formation and the 
meaning of "leisure society" amongst them by illustrating the story of the bike 
27 Lo- nai is a Cantonese term which means the bodily dirt of unclean bodies. Lo nai mui refers to 
teenage girls who like to wander outside, have promiscuous sex with strangers and do not take 
showers or bath. These girls usually wear trendy, sexy but cheap-looking vest and skirts. In around 
1994, the stories of lo nei mui at Cultural Center is widely reported by the mass media. A film on 
them is also being shot and it will be discussed later in this chapter. 
28 'MK' is the short form of Mong Kok. The imaginary of Mong Kok, as represented in the film series 
of Yong and Dangerous (古惑仔系歹!])，is a place filled of gangs. MK is the name given to the youth 
whose outlook resembles of Mong Kok gangs. MK always dye their hair excessively, wear erratic 
clothes and like to put chains on their hip hop pants. Moreover, they like to say foul language and 
smoke so much. 
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"society" here. 
Skyline, a 20-year-old teenager with almost ten years' experience of riding bike at 
the Cultural Centre, tells why the Cultural Centre is a more preferable site a than the 
bicycle routes: 
“There are many people here (at the Cultural Centre, very stirring. Some 
people ride their bikes from as far away as Yuen Long just to come here to play 
together. No matter what kind of bikes you ride, there are many people to chat to, 
to have fun with. ” 
"And there are no age restrictions. “ Said Monkey, another biker who had only 
four years' experience of riding bike at the Centre. 
Skyline and Monkey belong to the same bike team called "the Soul of Night, the 
Angle of Day"29. 
"A group of people play together and soon you want to give a name to your 
group. It seems to be more organized. You mustjoin someone if youwant to 
play here.，， 
There are many different bike teams from all over Kowloon and the New Territories 
at the Cultural Centre. Some of them are friends and some are rivals. Fights 
would occur amongst them. O ne of the functions of a team is then, to protect the 
in-groups from out-groups. This is reminiscent of the developments of tribes in 
primitive society. Strong cohesion is established in a team. The whole team will 
give a hand if any of its members confront a problem. This is especially true when 
there are contests between gangs. However, the affiliation is drawn more from the 
mutual care and true communication amongst the members than the instrumental 
value of against out groups. For instance, BBQ, another member of "the Soul of 
29 They told their team name in Chinese which is “夜之靈魂’日之天使，，• 
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Night, the Angle of Day", who had spent his childhood with his grandma on the 
mainland and had only come to join his family in Hong Kong a few years ago. He 
said that he did not have anything to talk about with his family at home. Yet at the 
Cultural Centre he can find many friends to talk to and play with. BBQ's answer 
resonates with that of Skyline, but it tells one more thing - that the Cultural Centre is 
not only a compensation for the lack of physical space in their living environments, it 
also compensates for the lack of “emotional” space in their homes too. There at the 
Cultural Centre they found their second ‘home’，with a second ‘mother，- Auntie Fa 
and many buddies. 
Auntie Fa is a flower hawker who has been selling flowers on the waterfront of Tsim 
Sha Tsui for 20 years. Her daughters have finished tertiary education already and 
have found quite good jobs. Yet Auntie Fa still sells her flower. The reason is not 
to earn money but: 
“These 20 years, selling flower has become a habit. Moreover, my daughters 
have grown up and they have their own lifestyles. You can ’t ask them to be with 
you all the time. Right? Here I can speak foul language. At home I speak none 
because I don ’t want to make my daughters “lose face，，. When I come back here, 
I am happier since I have many friends here. I am like their big sister. I can take 
care of them. They will talk to me if they have any problems. So nice!“ 
I have seen all the hawkers at the Centre and the photographers at the photo stalls 
take out their food and share together on the waterfront. It seems like a big family 
picnicking there. Auntie-Fa does really consider the Cultural Centre her second 
home: 
“This is really my home. I have almost a hundred godsons and goddaughters 
here. ...They are not people who work here, but those who sleep here. They will 
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tell me about their family problems. I will teach them. Interestingly, they won ’t 
listen to the social worker but to me." That's why I say the Cultural Centre is 
my second home. I will miss it so much if I don ’t come out here for a few days. I 
am very happy when I am here.“ 
Auntie called the bike boys "sui zae，，（衰仔，no good son). I asked Auntie-Fa why 
they were her “sons，，. 
“Becatise they call me godmother. Auntie-Fa. You have to use foul language to 
scold them if they do anything wrong. And they will correct themselves. When 
we use foul language to talk with them, we penetrate and integrate into their 
worlds. It makes them feel that we are under the same big sky. So they will talk 
to you when they have problems. ” 
Auntie-Fa also said that most of these youth have their own family problems. 
"You might think that these bike gangs or the youths who sleep here are bad if 
you don，t understand their worlds. Who wants to sleep outside in cold weather? 
Some fathers and brothers rape their daughters and sisters. Its because the 
family education is poor. And some only yell and yell at the children all day. 
Who would like to stay in such a home?，， 
‘‘They are not kids who don 't work. One of my sons, Ah D, slept here a few years 
ago. He then sold things with me. He has found a job now. You have only to 
encourage them.... Another one called Ah Pan. He used to play recklessly here. 
But he is a second-grade chef now. ‘Sui zae 7 They always come here to visit 
f} me. 
The agile description of Auntie-Fa on the lifeworld of the bike gangs and other street 
kids subtly explains the emotional support behind the mask of styles amongst the 
subculture communities. Chun Chun and Yupi, two bike giris of 14 and 1 6 who 
have a pierced tattoo of "street kid" on their wrists may give us more hints on the 
power of cohesiveness to these subculture societies. "Street Kid" is the name of an 
underground band which comprises two other girls besides Chun Chun and Yupi. 
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When I wrote "Street Kid” in my notebook, Chun Chun deliberately corrected me 
and said that they are "Street Kid" instead of "Street Kids". She said "the omission 
of ‘s’ to the word kids is to remind them that they are four in one, whilst the tattoo 
means that they want to keep their relationship life-long. The wish of a long lasting 
relationship, again, refutes Maffesoli's avowal of the “leisure society" in neo 
tribalism is at best, ephemeral and continuous. 
In s ummary, t he affective c ommunities of the P ara-Para s ociety, the C hinese M en 
Band, Fusion and even the subculture community of form like primitive tribes where 
these ‘tribal groupings', as Maffesoli writes (1991, 12), ‘cohere on the basis of their 
own minor values, and ...attract and collide with each other in an endless dance, 
forming themselves into a constellation whose vague boundaries are perfectly fluid." 
Notwithstanding the presence of fluid boundary does not necessarily mean that the 
intense emotional solidarity of leisure society is self-deceiving. On the contrary, as 
the communities of bike gangs, Fusion, and the Chinese Men Band indicate, leisure 
society can be genuine, profoundly bounded and enduring. It's very important to 
demonstrate play or leisure as an effective means with which to establish the 
dialectic between social actors and the We-community. Moreover, it is worthwhile 
mentioning once again that the formulation of leisure communities is a consequence 
of the autonomous bodies. Leisure societies are also emotional communities 
whereas the emotional affiliation largely derives from the presence and 
communication of the corporeal. In other words, the body is a crucial agent that 




Play allows a "reappropriation" of the body (Lefebvre, 1991b). Lefebvre notes, 
body and sexuality are so often dominated by overpowering forces of brutal 
techniques - the d ocile body i nside the C entre is of this k ind; but p lay allows i ts 
opposite to happen, i.e., the reappropriation of body which means "the captive energy 
is not generally stored infinitely or preserved in a stagnant state" (Ibid, p 177). 
Since body anchors its being in space, the reappropriation of the body naturally 
results in the reappropriation of space - again, the term a reappropriated space means 
the opposite of the "closed, clean and emptied out" dominated space. 
In the open space of the Cultural Centre, the space c an also be said to have been 
diversified by the Para-Paraists, the Chinese Men Band, Fusion, the cosplayers and 
reappropriated by the bike gangs, the festival revellers, the hawkers and even the 
street-sleepers. Lefebvre reminds us, appropriation should not be confused with 
what he calls “diversion，，. Whilst appropriation is an antithesis of domination; 
diversion is not. It may be said that diversion of a space refers to the phenomenon 
of an existing space that outlives its original purpose yet not against the raiosn d'etre 
which determines its forms, functions and structures. The garden and the piazza 
outside the Centre are undoubtedly 1 eisure space designed for 1 eisure, recreational 
and p lay a ctivities. However, the use of the s pace as “ stages，，f or amateur s treet 
performances like that of Fusion, the Chinese Men Band, the saw man and as camps 
for the formation and gathering of various 1 eisure communities, was p robably not 
intended by the "author" of the space. Notwithstanding the presence of these 
leisure bodies and communities do succeed in outliving and enlivening the 
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leisure-scape of the space. 
Besides diversion, the space is also appropriated by other leisure and non-leisure 
users for ‘inappropriate’ activities. Whilst cycling and skateboarding are 
appropriate activities in the purpose-built cycle lanes and skate-parks, they are not 
permissible at the Centre 3�. Hence, against the normative practices and the 
determined function of the place, the leisure practices of bike gangs and 
skateboarders, as Ian Borden has also demonstrated in his Skateboarding, Space and 
the City (2001), can be understood as appropriation of the architecture, the space and 
even the city. Money and Skyline told me, the pleasure of riding bikes from 
faraway places to the Cultural Centre has been derived partly from the riding passage 
on the roads and e specially the highways. Therefore, before the appropriation of 
the Cultural Centre took place, reminiscent of the street-style skateboarders described 
by Borden, the bikers already appropriate the urban fabric of the c i t y � � I n addition, 
these bikers usually ride speedily and ignore the road safety rules. Such acts can be 
interpreted as a resistance to the imposition of safety and behavioral standards as 
much as a challenge to the 1 egal practices. When they arrive at the C entre, they 
wind in-between the interlocking spaces of the centre ~ the threshold corridor next to 
Maxim's fast-food shop and the covered promenade are their favourite ways. 
Moreover, sometimes the terrace in the piazza is also appropriated by bikers as a tilt 
plane for performances of special techniques. Similarly, the garbage bins, the 
slanted planes of those out-stretched pillars, and the benches are all appropriated by 
skateboarders as props for practicing complicated techniques. Even the cachepots 
are appropriated by these bikers, skateboarders and the like as a public toilet, as 
I have seen a few times that security has stopped the bikers from riding outside the center although 
they do not execute their authority most of the time. 
31 It is illegal to ride a bike on highways in Hong Kong. 
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Skyline told me they like to piss there. Other than these, the alcoves of the 
out-stretched pillars are also occupied by vagabonds as their temporary homes. 
Less apparent, but still a kind of appropriation, is from the hawkers who earn a living 
by selling flowers, sparkling accessories, drinks, instead of recreating their bodies in 
the 1 eisure s pace of the Cultural C entre. Over and a bove a 111 hese e xamples, t he 
most notable appropriation perhaps is the festivals revellers' vandalism of spraying 
graffiti on the walls, glass doors, sculptures, lamp posts, trees and seats outside the 
Cultural Centre and leaving behind 20 tones of garbage on Christmas Eve and 
Christmas night of 2002. Whether such acts were done intentionally or 
unintentionally, consciously or unconsciously as oppositions to the authority, 
paraphrasing Borden's (2001: 213) words, they are "critique of objects" (the objects 
sprayed), a "reconceptualisation of how such objects are mapped and recorded" (the 
revellers represent objects through the actions of spray), "ownership" (revelers do 
not own the objects they sprayed) and "consumption-production definitions" 
(revellers are "productive", but not of things). In other words, the oppositional acts 
can be regarded as a denial of the implicit logic and the symbolic repression of the 
architecture that the Centre represents, which is, purity, order, rationality and 
discipline. The reappropriated bodies of the frenzied crowds have certainly turned 
the space into a place with the Bakhtinian camivalesque (Bakhtin 1984a) of which 
festival spirit - overthrown of the order and celebration of chaos, disorder 
emancipation of emotions, and even dirtiness. 
Lefebvre (1991b) remarks, the diversion and reappropriation of space through the 
reappropriated bodies are of great significance since they powerfully e lucidate the 
possibility and the production of new spaces. True, the release of energy at a 
festival or emotional leisure body is always destructive to the status quo, as the 
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Situationists argued, "real desires being to be expressed in festival, in playful 
self-assertion, in the potlatch of destruction" (1981: 155, original italic, cited in 
Gardiner 2000: 124). To them the camivalesque bodies are living bodies that reveal 
the banality of daily life and the perennial human desire for immediate freedom and 
happiness; but it is also the power of destruction that gives hope to re-enchantment of 
the disenchanted body and a transformation, reconstruction and recreation of another 
structure. To quote Lefebvre (1991b: 177) again: 
The release of energy always gives rise to an effect, to damage, to a change in 
reality. It modifies space or generates a new space. Living or vital energy seems 
active only if there is an excess, an available surplus, superfluity and a ctual 
expenditure thereof. In effect, energy must be wasted; and the explosive waste of 
energy is indistinguishable from its productive use: beginning on the plane of 
animal life, play, struggle, war and sex are coextensive. Production, destruction 
and reproduction overlap and intersect. 
Therefore, in contrast to the phallocratic bodyspace in the Cultural Centre, its open 
space embodying the re-enchanted camivalesque leisure bodies, exuberant character 
of life, transgression of rational order, discipline and purity is a fragmented, 
heterogeneous, pluralistic and contesting bodyspace. Adapting Rojek's (1995, 2000) 
Modernity 1 and Modernity 2 classification of leisure, the open space of the Cultural 
Centre is a representational space of Modernity 2 which is an anomaly of the rational 
grid-like structure of daily life in Modernity 1. Here body and space entail a 
dialectical relationship — they re-create each other. On the one hand, the “open" 
space enables the body to experience a more enriching and authentic form of leisure; 
on the other hand, the authentic recreational bodies also help to nurture more 
possibilities of the space. I call this dynamic bodyspace an embryonic bodyspace. 
Embryo is an entity of past, present and future - it is undoubtedly a present being 
reproduced by something in the past, yet an embryo is necessarily a becoming, a 
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predicate of an unknown but open future. Therefore, an embryonic bodyspace is a 
bodyspace of possibilities, of change and of freedom; the same to both body and 
space. As Gardiner (2000), citing Bakhtin (1984a: 124)，discerns that it is essential 
for us to recognize ‘“the embryo, the shoots, the seeds, the prophecies and 
revelations' of possible future becomings，，(p. 64). Moreover, the body and space in 
the embryonic bodyspace are necessarily be treated as art, but an art no longer 
remains in the edifice of "formalism" but a substantial art which takes its root in the 
everyday life. The reappropriated leisure bodies of the Para-Paraists, the bike gangs, 
and the festival revellers are a starting point of the revolution on the banality of 
everyday life, but how far can the revolutionary body go? 
V 
The representation of space: The Repression of Revolution 
But the bodyspace is a triad interaction of spatial practices-representation of space 
and representational, as pointed out in the introduction, whether the bodyspace 
outside the centre is re-enchanted and embryonic shall also take the discourse of the 
bodyspace into account. 
The direct representations of the open space of the Cultural Centre in the media, one 
of the foremost institutions of discourse productions, mainly takes two forms: 
positive representation of official events (the discussion of which I would leave until 
the next chapter) and negative representation of the "inappropriate", "immoral", 
"irrational" and "uncultured" re-appropriated activities at the site. For instance, lots 
of criticism was reproduced in the media to condemn the lack of civic-mindedness 
and consideration of Hong Kong youngsters who sprayed graffiti and littered outside 
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the Centre on Christmas Eve and Christmas night in 2002^1 In reality, a lot of 
cameras from different broadcasters and media institutions are ready at the piazza to 
capture not only the exaltation of festivals but also any confrontation or disorder 
every C hristmas and New Year E ve. It se ems to be them ission of them edia t o 
arouse the public's concern regarding any uncivilised disorder. Therefore, not only 
the revellers, but also the street kids, bike gangs and vagabonds who use to appear at 
the Centre until dawn are always depicted by the master representation as deviants 
and even the dregs of society. The condemnation, notwithstanding, is drawn upon 
the "normalized" moral standards which in turn serves as a basis for the maintenance 
of the status quo. In our society, it is generally believed that “good，，children should 
stay at home at night, “virtuous” girls should not have casual sex, and 
"well-behaved" citizens should go to work and not destruct public properties. 
Therefore, the behaviours of the street-kids, bike gangs, vagabonds and the like 
whose practices have deviated from the norm are bad, immoral and wicked. Hence, 
despite most of the 'street-kids' and the bike gangs having proper jobs, as Monkey 
told me, they are perceived as jobless, problematic, dillydally 'bin ching，（邊青， 
marginal youth) or ye ching (夜青，youth wandered outside at night)^^. Besides this, 
the mass media even invented the discourse of ‘‘h lai mw/”34 to refer to those girls 
who stray outside the Cultural Centre. As represented in the film Girls in the Mood 
(老泥妹)in which the open space of the Cultural Centre is the main scene, lo lai mui 
do not go home, seldom take showers or bath, take drugs and have casual sex with 
many people. In the end of the film, the following subtitle appears: 
32 Please read for example, "Revelers may face stricter litter control" in the Standard, December 26， 
2002; "Crackdown promised against New Yea's Eve litterbugs" in SCMP28/12/02 
33 Before I talked with the seemingly uncanny bike gangs and street kids, my imaginary of them was 
also influenced by the negative master representation and the thought that they did not work at all. 
Unexpectedly they were not only friendly but actually many of them have jobs as van driver, 
waiters, building site workers, etc. 
34 The Cantonese words "lo nai" refers to the biological dirt of someone who does not clean himself. 
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“Large numbers of ‘girls in the mood'gather in the Cultural Centre every night 
and they conduct immoral sex exchange activities there. Delinquents make use 
of the space and commit crimes there too. Since our society does not envisage 
the problems properly, I can only advise you to go home as early as possible. 
Parents 'strict guidance is in fact rooted in their care and concern of you. ” 
Albeit the soft tone, the advice still incorporates a tendency towards a moralized 
society. Whilst our society has become more open to sex relationships, such as the 
story that the film From 9 to 5 (晚九朝五）narrated about the white-collars' life of 
one-night stands has revealed, the ‘freedom’ to enjoy sex of lo lai mui in the Cultural 
Centre is discriminated against. A possible explanation to our society's double 
standards on similar behaviors may be that the OL (office ladies) is a productive 
group whilst lo lai mui is a "non-productive" group, so the choice of the former is 
valued as lifestyle whereas the latter，s ‘lifestyle’ is devalued with the negative 
discourse of ‘lo lai, — a discourse which is contradictory to the standard of a civilised, 
modem and sanitary world.^^ 
In summary, although the diversified, heterogeneous and pluralistic spatial practices 
seem to present the bodyspace of the Cultural Centre an embryonic space filled with 
re-enchanted bodies, the monolithic representation of the ‘deviated，in a negative 
tone only reinforces the dichotomy of the normal and abnormal, the power and the 
underpowered and consequently counter the counter-culture, hence the 
"revolutionary" acts in our everyday and non-everyday life. The re-enchanted 
world outside the Centre which is under the surveillance of various institutions is in 
reality not a play-ground for authentic resistances of underpowered actors such as the 
subculture ‘deviants，，since as Goffman (1974) argues, people with little social 
35 It is not verified that whether the lo nai mui are non-productive. 
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power have little power to combat interpretative frameworks applied to them and 
therefore are still being trapped in the existing networks of stigmatized frame and 
power/knowledge. 
VI 
Institutionalized Embryonic Bodyspace 
Media representation is just one of the institutions that govern the disciplines of the 
‘playground’. It also involves the institutions of the Cultural Centre itself, police, 
law, Leisure and Cultural Services Department. Security is employed to patrol in 
and out of the Centre to maintain its order, to stop bike riding, illicit selling, and any 
other activities that may spoil the image of the Cultural Centre. Once when I asked 
a mainlander's impression of the Hong Kong Cultural Centre, what he had in mind 
was just a tiny piece of a story his friend told me: his friend was told not to sleep at 
the Hong Kong Cultural Centre by a security guard when he was just leaning against 
the glass door and closing his eyes. The security guard warned, "Sleeping is not 
allowed at the Cultural Centre". This instance evinces that even the exterior of the 
Centre is not free as such. It too is bound by many rules. The logic behind this 
space is actually a reverberation of the logic inside. 
The Leisure and Cultural Service Department (LCSD) is another institution that 
imposes entry restrictions to the Centre. Since 2000, the piazza is used for LCSD 
and the Cultural Centre co-organized function of Art and Craft Fair every Sunday. 
Instead of turning the piazza into something like Covent Garden in London where 
amateur artists freely present their performances, those at the Cultural Centre are 
programmed and the performing organisations are charged. Yet not all units are 
given equal opportunities to hold events in the place. According to Fermi Wong, 
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the director of UNISON, which is a non-government organization that endeavors to 
fight interests for Asian minorities, the LCSD and the Cultural Centre arrange the 
priorities of the applications on the basis of the nature of the institutions. First 
priority is always reserved for the SAR government and NGO is placed last, 
regardless of whether the function is an art activity or not. Therefore, although 
Fermi had applied for the venue a year before the scheduled carnival day of 
January 2004，the application was confirmed only two weeks before the date. 
Whatever the rationale b ehind the c riteria of priority is, the policy shows that not 
everyone has equal right of access to this “public” space. What is present tells what 
is absent. Many things are invisible; many voices are unheard and many wants are 
ignored36. The truth is, the space is not that ‘fre，，. 
Besides the imposition of restricted entry on official activities, spontaneous leisure 
practices are also sometimes charged for. As mentioned earlier, the Para-Paraists 
were asked to pay around HK$3,000 for a single night's dancing activity in the 
garden. Unable to afford the amount, the gathering was stopped two years ago and 
functions will be only organised for special days such as the three-year-old 
anniversary function. In addition, the Chinese Men Band was also requested to 
apply for a license from the Food and Environmental Hygiene Department if they 
wanted to use a microphone. These men said that the cost of such a license was 
HK$5,000 for three months for non-voluntary organisations and a few hundred for a 
voluntary one. However, this "leisure community" was unable to find a 
non-voluntary organisation to apply the license for them, and as $5,000 is not an 
affordable amount, they had to give up the idea of using a microphone. These men 
36 Always being unseen, unheard, and unwanted, Fermi used "We see, we hear and we want" as the 
theme of the carnival "Friends Unlimited Carnival 2004". 
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told me that it took them abundant energy to sing but using a microphone could 
reduce their input of energy and therefore they could play for a longer time. With 
such kinds of direct and indirect charges, again it has proved that the open space is 
not such “free” but in reality a commodified space which embodies different 
discriminations - ethnic, economic power, social status, etc. 
Another institution more notable than those mentioned above is perhaps the police 
force. This institutional force is highly visible at the Centre during festival 
celebrations, political activities and large-scale events. Their presence is required to 
minimise the chance of disorder that may arise from the camivalesque's inherent 
characteristic of ridiculing and structure of the society. To prevent the “nightmares，， 
on Christmas and on New Year's Eve of 2002 from happening again, more police 
were stationed in 2003. Moreover, the open spaces of the Centre were sectioned off 
with railings and cordoned off intermittently to control the flow of the crowd last 
Christmas Eve. Revellers were asked by the police to keep moving forwards. One 
of the r evellers s aid h e felt like a g oose t hat was b eing p ushed b ack h ome. The 
formation of the festival crowd was deformed. Foul language replaced the exalted 
screams of the people. Under the close scrutiny of the police, the festivity was 
suppressed to zero. 
On New Year's Eve, the situation was a little bit better since the area was much less 
sectioned although it too was barricaded by the time the count down was 
approaching. Nonetheless, the Pakistanis furious dancing was stopped by the police 
soon after the camivalesque ambience got rich. When the policeman was asked why 
the Pakistanis' dancing was stopped, he explained: "they are so ‘high’ and it would 
be very dangerous. It is wise to prevent any accidents from happening before they 
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really occur.，，Yes, music easily arouses the emotions of the masses. In an article 
"City and Fiesta: The Carnival of Salvador and the Nago City ” written by 
Cordiviola and Virgens (1997)，it is recorded that in 1950 a carnival parade put on by 
wealthy landowners in Bahia was accidentally stopped when an old car with an 
electric amplifier installed by two semi-professional musicians entered into the venue, 
since the loud sound and frenetic rhythm of pop music emitted from the car 
immediately sparked an explosion of emotion amongst the crowd. As Osmar, one 
of the musician said, 
"When we entered the avenue we ended the parade because behind us there was 
a dense m ass o f p eople who w ere J umping and e njoying t hems elves as n ever 
before in Bahia. Our emotion was enormous; more than 200 meters of people 
were following the old car.“ 
Sounds a re “ efficient i nitiators of a ction” (ibid.), andn oise is also an a ctivator o f 
violence (Attali, 1985), it seemed quite reasonable for the police to stop the music 
and dance of the Pakistanis, since the passion aroused might lead to disaster, disorder 
and destablization. It is because leisure is never identical to freedom and 
self-determination (Rojek, 1985, 2000), and recreation is not exclusively for one's 
own sake in a society. Nevertheless, as Attali (1985) recognises, the representation 
of noise is also the representation of power relations. Being silenced by the 
authority of the police, the re-enchanted bodies bathing in the ecstasy of festivity 
being deprived of their right to make "noise" and dance are actually deprived of their 
power too. It would be too optimistic for Foucault to decree the productive nature 
of power too easily, as this episode shows, that power of individual is always being 
subordinated to power of the institutions, i.e. the authority. 
Facing the authority of the police the power of individual is especially limited. Last 
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Christmas Eve, two teenagers were accused of allegedly assaulting two policemen 
and behaving in a disorderly manner at the Cultural Centre. Without witnessing 
how the incident actually happened, it did not seem fair to give any comment on the 
issue. However, as the Pakistanis' episode shows, the police always perform in a 
monolithic authoritative maimer when they try to take control over something during 
festivals. Individual freedom is rarely respected. Contestations from the sides of 
the citizens will likely be assaulted and punished. 
In summary, the above instances elucidate that an ensemble of institutions - the 
media, the cultural i nstitution of the Cultural C entre and the Leisure and Cultural 
Services Department, the police and the judiciary - are scrutinizing the embryonic 
bodyspace of the Cultural Centre. This counter space as zones of freedom, 
self-determination and choice, as Lefebvre (1991b) and Rojek (1995) identify the 
leisure space in modernism, is illusory. This space too is an institutionalised space, 
although it is undeniable that negotiations with institutions from social actors are 
more plausible than the phallocratic space inside the Centre. Thus, the leisure body 
has s till t o n egotiate w ith t he i nstitutional p ower in the p rocess o f f ighting for an 
embryonic bodyspace, a space of possibilities and pluralities guaranteed by 
autonomous bodies. 
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In the last two chapters, I have examined the bodyspaces inside and outside the 
Hong Kong Cultural Centre and drawn the preliminary conclusion that the 
former is a phallocratic bodyspace whilst the latter is an embryonic bodyspace. 
Based on the conclusions of these two chapters, this chapter scrutinises the third 
research question: What social relations are reproduced through the 
specialisation of these two contradictory bodyspaces? In examining this 
question, I will first outline how the spatial boundary created by the facade 
overlaps with the psychological and corporeal boundary of social actors. Hence, 
the segmented bodyspaces also mark the differentiated lifeworlds. Secondly, I 
will argue the spatial order is organised with the principle of civility as the logic 
of centrality. Thirdly, I will explain why the simultaneous presence of order 
and disorder in a place is not only contradictory to the logic of civility but a 
necessary tactic to reinforce the power of centre. Finally, as power 
contestation is embedded within spatial relations, I will then trace what power 
contestations are at play behind the body-spatial configuration with the logic of 
civility at its centre. 
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Ch.5 
The space of a (social) order is hidden in the order of space. 
Lefebvre 1991b: 289 
I 
Sectioned Lifeworlds 
Separated by a threshold corridor, the interior and the exterior of Hong Kong 
Cultural Centre (HKCC) are two differentiated worlds - the interior world is a 
coercive and orderly phallocratic bodyspace represented by professional high culture 
performances; disciplined, rationalised, constraining bodies and elitist criticisms the 
grandeur “cultural palace" embodied; whereas the exterior world is an invigorative, 
festive embryonic bodyspace characterised by amateur popular culture performances 
and subculture practices; passionate, emotional, active bodies albeit it too is 
scrutinized by institutions such as the media and the law. Though contradictory as 
these leisure spaces are, they are under the same roof of the Cultural Centre; yet 
different forms and contents of culture and leisure incorporated within them also 
render this space of unity and a space of disjunction at the same time. The entries 
in-between the two worlds are open, but the function of the doors as a passage seems 
not to be utilised satisfactorily. People from the two worlds do not often transgress 
beyond their own territory since they perceive the other side of their “world，，is not 
something they can tolerate or feel home with. Isabella, a secondary school teacher 
grown up in a middle-class family who often visits the centre to see classical and 
drama performances, showed her disdain on the “chaotic，，culture of the open space: 
“I found that the exterior of Cultural Centre is getting more and more messy. 
There are too many people hawking and too many photo stalls. Many 
troublesome youngsters are hooking around. I seldom go outside. ’， 
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When the performances inside the centre finish, people dissipate from the 
magnificent palace quickly via the three exits, two to Salisbury Road and the other 
one to the garden. But the well-dressed flock coming out from the latter exit often 
take the promenade as a path to the Star Ferry and seldom consumes the space as it is 
supposed to be, i.e., a leisure space. On Saturdays, a variety of street performances 
at the waterfront may draw the attention of some of these passers-by. They may 
stop for a while to take a look, but rarely stay more than ten minutes; the interactions 
between the audience inside the centre and out in the garden are minimal. 
Similarly, the communications between the players in the garden and the sacred 
interior space of the centre are limited. External leisure players may use the 
washroom inside the centre because they say that it is much cleaner than the public 
toilet next to the Star Ferry. Nevertheless most of them and especially the older 
generation have never seen any performances inside the centre since they generally 
conceive they lack the knowledge to apprehend “high，，culture. It is true that more 
"pop-culture" performances and more popular elements added to the programmes are 
presented at the centres in recent years\ Yet most outsiders still conceive this place 
as a space of high culture since the programme information remains exposed largely 
in elite journals. Consequently a lot of people are still being kept outside the sacred 
space. 
1 The African Drum and Gil Gilberto's performances in the Hong Kong Arts Festival 2004 may be 
regarded by foreigners, such as my supervisor in a directed-study course as "popular culture", 
however in reality most locals still consider these pop are at least "artistic" which shall be 
distinguished from the vulgar pop culture. Yet it's the fact that more local pops are presented at the 
Center such as the concert of Yip Lai Yi (an pop artist who sings most English song and whose 
singing technique is highly recognized). Moreover, over these years there is a tendency of inviting 
popular artists to perform in the formalized art. Examples are Snow 购(雪狼湖) s t a r r e d by 
Jacky Cheung and Sandy Lam，Ricky my Love (歷奇)starred by Hacken Lee, A Small Family 
Business (家座作孽）starred by Wong Chou-sung 
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Programmes alone do not construct an invisible barricade that divides insiders and 
outsiders; the ensemble of sacred ritual (exemplified by the ritual of classic 
performances), decent gestures (mannered behaviour), virtuous discursive forms (no 
speaking of foul language is expected) and models (the cleanliness) embodied in the 
space also erect a cordon to block the profane, the vulgar and the disobedient. I 
remembered how two girlfriends of the bike gangs who sold glistening accessories 
outside the Arts Museum at around Christmas times had chosen to take a longer route 
to the public toilet near the Star Ferry although the washroom inside the centre was 
much closer and cleaner. The boys told me, 
''We did not belong to the world inside, we don，t even feel comfortable to use the 
washroom there. We would rather take a longer route” 
That's why the bike boys Skyline and Monkey would sometimes just urinate into the 
cachepots because they too feel that the "purified" interior is far removed from what 
they feel comfortable with: 
"Have you been inside the centre before? " I asked. 
“Sometimes, because some vagabonds sleep there and we don ’t want to disturb 
them. We are 'moralistic” 
To the bikers, the threshold corridor is already the limit of what they perceive is 
accessible. Skyline said, “There is a glass door. How can we go inside?” Their 
bikes mark their own map of the Cultural Centre, whereas the physical boundary is 
also the psychological boundary. 
"I mean, have you been inside the centre and seen any programmes before? ” 
"Oh, you mean inside the glass door?! No, we won ’t go inside. We are not 
cultured. It s not our place.“ 
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Is it not a psychological boundary that Isabella draws upon herself onto the 
impurified exterior world, too? Extreme cases though these are, the stories of 
Isabella and the bike gangs, the psychological boundary overlaps with the physical 
boundary - the impermeable fagade. Psyche perception affects act. Hence the 
psychological boundary is also the physical boundary marked by acting bodies. The 
physical boundary of the building coincides with that of corporeal bodies. 
Sectioned spaces at the Cultural Centre are sectioned bodyspaces. Despite the 
tendency of growing ambivalence, the lifeworlds in the segmented bodyspaces are 
still quite distinctive embracing different ‘habitus，and ‘dispositions，(Bourdieu 1984). 
Yet neither of the lifeworlds in either bodyspaces is valued with equal respect. “The 
space of (social) order is hidden in the order of space”, Lefebvre (1991b: 289) avows. 
The order of space at HKCC thus lays and conceals the (social) order in our society. 
II 
Civility as the Logic of Centralitv 
With serious culture centred at the core, and casual leisure dispersed at the periphery, 
a hierarchical rank represented by centre-periphery order is subsumed in the adjoined 
spaces. The bike gangs' discourse of the centre as "cultured" and Isabella's 
discourse of the periphery as “messy” further delineates the "order" from the centre 
to the periphery is a descending one. “The fagade (to see and to be seen) was always 
a measure of social standing and prestige” (Ibid 361). Always filled with 
celebrities and intellectuals like Isabella, the centre of the Cultural Centre is also the 
social space of the elite. Imbued with mainly the less educated and less economic 
equipped ordinary citizens, the peripheral space of the Cultural Centre is the social 
space of the grassroots. Linking the user types with the spatial practices, a mapping 
of culture at HKCC can be represented as follows: 
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Fig. 5.1 The mapping of users and culture in the space of HKCC 
The above figure represents a hierarchical order of serious culture and casual 
leisurewhich is subsumed in the spatial organization of the Cultural Centre. Since 
serious culture is always allied with the intellectual and casual leisure with sensory 
organs, mental is more significantly placed than the corporeal. Nonetheless, the 
grid of social space at the centre is more complicated than this dichotomy of mental 
and bodily; or that of "high" culture and "low" culture suggests. As Gitlin (1995: 
150) in a critique of the illusory respect of differences and diversity within 
multiculturalism writes, "Within each margin there always more margins to carve 
out." The marginalised but diversified casual leisure space enveloping at once 
popular culture，subculture and festival culture is never a homogenous space of its 
own. Whereas popular culture is usually discoursed as inferior to serious culture 
(as represented in mass media and elite media respectively); subculture is 
marginalised to both of them. The subculture actors are also always being 
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stigmatised as audacious 'deviants'. Interestingly, subculture actors tend to 
marginalise the sub-subculture, such the marginalising of MK^ by the bike gangs 
and the cosplayers. According to a Lolita�，who immediately showed her disgusting 
feeling towards MK during our casual interview in the garden of the centre, ‘MK，is 
a label given by others instead of named by the MK gangs themselves. When I 
asked Skyline whether there was any MK in their group, he just laughed loudly and 
said, “IfMK come to ride here, we would certainly laugh at them.” MK gangs are 
therefore margins of the margins. Yet there are still minor ethnicities, vagabonds 
etc, who lie at the furthest margins. The logic behind this is simple - whatever 
groups require a malevolent ‘Other’ to establish, purify, consolidate and legitimate its 
identity, despite the fact that the marginal groups use to be satisfied with a 'rapturous 
marginality' (Gitlin, 1995: 149); as indicated by the "deviants" like Skyline, Monkey, 
Yupi, Chun Chun's welcome of the negative discourse of ‘street kids', ‘fei zae’（飛仔， 
bad kids), ‘bin ching,(邊青 marginal youth) etc. 
Adding these distinctions, the conceptual mapping of the culture at Hong Kong 
Cultural Centre becomes as follows: 
一 一 一 一 二 : U - : L � � / / , z Pop Culture ����� \ \ 
f 一 一 … 、 、 〜 、 、 \ 、 
I / Serious culture � j 
\ \ � 乂、、�� Elite 乂、y J J 
狀 ^^^^ DeviQiitg^^,,,,,-^^'^ 
Fig. 5.2 The abstract space of Cultural Configuration 
2 For the meaning of MK，please refer to Ch.4 footnote 28 
3 For the meaning of Lolita, Please refer to Ch.4 footnote 21 
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Lifestyle or Class? 
Space hides consequence from us, Berger heralds. But to what extent is it true to 
say that spatial homology is also a class homology, as Soja (1989: 78) writes, 
especially at times when our ‘postmodern’ world is celebrating with the notion of 
“lifestyles” by which "aesthetic class，，is more cherished than the traditional class, as 
defined by social-economic status, and the boundary between “high” culture and 
"popular culture" is also getting more and more ambiguous. Hansun of Fusion, 
who studies classical music in school but plays popular songs in the promenade of 
the Cultural Centre had emphasised more than once that there are no intrinsic 
hierarchies of taste in the realm of music. Classical music and popular music alike 
embraces a certain appreciation value. Bearing this in mind, Hansun rambles freely 
in and out of the centre, establishing his own ‘lifestyle’ without degrading any sides 
and any cultures. Skyline and Monkey have also said, "we won't mind how others 
think of us. It's our lifestyle” when they were asked how they thought of the 
discourse of "marginal youth" put on them. Yet their 'distinctive' and 'recognisable 
modes of living' (Sobel, 1981:3) and leisure practices are not recognised by the mass 
as "lifestyle". And so is the ‘lifestyle，of other deviants such as that of lo nai mui\ 
'Lifestyle' itself is a ‘frame’ (Goffman, FA) and a discourse determined by social 
power. The unrecognised ‘lifestyle，of the 'deviants' implies not only that they are 
subordinate to the mainstream but also exposes the deficiency of the notion of 
‘lifestyle，in the explication of power relations between groups, if not classes. 
However, although Chaney (1996) has discerned that contours of distinctions 
between social classes were less rigid now since features of cultural style and 
sensibility are as much significant as material factors in the formation of status 
4 For the meaning of/o nai mui. Please refer to Ch. 4 footnote 27 
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grouping, I will argue that class still exerts a significant role in determining the 
choices of lifestyle one can have. For example, most bike gangs who ‘prefer, 
popular songs to other music come from grassroots families and live in public 
housing estates. Usually inside these small homes, TV viewing is the major 
entertainment of inhabitants, yet very few of them have paid or cable TV which 
disseminates a wider range of culture than the free channels offered by TVB and ATV， 
which broadcast mainly popular culture so as to attract the largest pool of audience 
and hence advertising accounts that compose their major revenue，. In addition, it is 
neither a 'habitus' for these grassroots households to watch the more ‘elite’ English 
channels as what they pursue in TV viewing is only for simple entertainment and 
pleasure. Then the opportunities for the young generation who live in public 
housing estates to access to another culture and develop another sensibility through 
media is quite limited. That is, their choices of ‘lifestyles，are restricted and 
preconditioned by one's growing environs which in turn is closely related to the class 
background of one's family. 
Choices require economic and time capital. Jacky told me that he was attracted to 
leam jazz by the music programs in Cable TV (the possession of cable TV is a kind 
of economic input) and the reason for quitting was because he did not have much 
time after he had started his university life (an evidence of time investment). 
Although Hansun of Fusion did not admit that he came from an upper class family, 
the fact that he can play eight kinds of musical instruments and had studied in the 
most famous primary and secondary schools in Hong Kong have already proved that 
his family background is only what he described as "one doesn't need to worry about 
5 TVB and ATV are two commercial television production companies that provide free programs to 
the public in Hong Kong. Each of them owns one Cantonese channel and one English, (although 
TVB has started to operate an additional paid TV channel since 2003). 
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living”6 but quite well-off. These stories combined illustrate that the availability of 
choice is already a class status display. It seems to be more appropriate to say that 
class determines choices rather than taste. Once when I watched a theatrical 
program of the Chinese Legend Festival, Yaoji, in the Grand Theatre of the Cultural 
Centre, the man sat next to me who was a graduate from the Chinese University of 
Hong Kong almost twenty years ago said that he would not spend time seeing the 
free performances outside the centre simply because he wanted to have choice. 
Obviously money provides him with alternatives^. However, on another occasion 
after the "Talk to Henry" budget forum had finished at the Cultural Centre piazza^ 
an old couple who had just gone to give a demonstration on the cutting of medical 
and living allowance said that they even wouldn't go to the waterfront of the Cultural 
Centre to take a walk as the $10 dollar bus fare is already the expense of a meal to 
them. Therefore, whereas the privileged wealthier class can choose whatever 
leisure they like, regardless of whether it is 'high', popular or subculture and take 
their choice as lifestyle or ‘taste’ (such as Hansun), the poorest can only enjoy the 
best accessible and available 'choice' to them. 
Undoubtedly economic capital is not the only factor that determines choices or 
accessibility of choices. As the stories of the man who saw Yaoji and the 
middle-aged women who saw the Prague Chamber Orchestra show^, possessions of 
what Bourdieu (1984) calls "official cultural capital” (all of them are university 
6 Hansun's answer in Cantonese is “過得去，唔駛憂食憂住” 
7 The ticket fare he bought for Yaoji cost HK$280.00 (as his ticket fare shall be the same as mine 
since he sat just besides me), the second highest fare of the show. This man may not be very rich, 
yet judging from the cost he pays for leisure consumption, he can at least be defined as a middle 
class man. 
8 Henry Tang is the Financial Secretary of the SAR government. 
9 The story of the middle aged woman was mentioned in Ch 2. VI The Representaton of Space: Elitist 
Discourse 
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graduates) enables one to access to a wider range of choices and hence access to the 
more elitist culture. In addition, having “social capital" (connections with socially 
prestigious people) also allows people to broaden their horizons. In the night of Gil 
Gilberto's concert, a woman told me that she found out about the concert because her 
friend who is the director of Brazilian Council introduced the programme to her. 
Hence, economic capital, culture capital and social capital are all variables which 
influence one's availability and accessibility of choices. The three may be 
intermingled with each other, but it is not necessary for them to be overlapping; 
especially in our society where all eligible citizens have equal chances to receive 
nine years' free education. The possession of cultural capital is not essentially 
anchored with the possession of economic capital. Therefore, whilst ‘class，(measure 
by economic capital) remains a considerable element in the leisure hierarchy, official 
cultural capital and social capital shall also be included as determining factors in the 
representational order. Instead of traditional class, a revision of Velben's (1899) 
"leisure class” is needed to accommodate the leisure mobility provided by the 
increasing opportunities of official cultural capital attainment for most people in a 
society of late modernity. As opposed to the traditional leisure class that is 
measured by economic and social capital (Velben 1899)，the new leisure class is 
defined by 'leisure capital' which involves a combination of economic, cultural and 
social and physical capi ta l � . In Bourdieu's theory, capital is understood as 
something that can be accumulated in order to exchange whereas the exchange value 
is dependent on the field of practice. Hence, leisure capital means the amount of 
capital that one possesses for his consumption in the leisure field. Since different 
The idea of 'leisure capital' is initiated by Tong Hei Man and Sin Wan Kei in their study of sze lai's 
consumption of Karaoke (2003) to refer to the economic, cultural and social conditions that 
constraint the women's leisure choices. But the concept is not yet developed maturely and neither it 
is integrated with Boudieu's usage of 'capital' as a significant variable in explaining class mobility. 
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practices exist in the fields of leisure, there would be different kinds of leisure capital. 
For instance, in this study, the leisure practices at the Cultural Centre can roughly be 
divided into high culture, popular culture and subculture; therefore there will be high 
cultural capital, popular cultural capital and subcultural capital^^ (Thornton, 1995) in 
correspondence. In a sense, leisure capital can be grasped as a kind of competence 
of social actors which Lefebvre considers as a crucial element that sustains the 
spatial practice of a certain social space. Understanding the competence in 
Lefebvre's framework rather than in that of Bourdieu enables us to relate the 
representation of such leisure competence in spatial forms and hence allows us to 
examine the ‘leisure class，mobility in concrete space. As Bourdieu discerns, 
capital determines the degree of mobility in a field and in social hierarchy. Leisure 
capital therefore determines one's mobility in the field of leisure. The more leisure 
capital one acquires, the greater mobility one possesses and vice versa. 
Whilst leisure capital can be interpreted as leisure competence, it should be noted 
that this competence is determined by the acquisition and possession of other kinds 
of capital. Certainly, it needs a much larger scale of research in order to trace how 
leisure capital interacts with all other capitals and how they vary with different 
leisure p ractices. Yet it is a s imple 1 ogic that if one p ossesses a h igh amount o f 
cultural, economic, social and physical capital, one would definitely have higher 
amount of leisure capital, and the reverse would apply. 
Following this logic, Hansun, who possesses both high economic and cultural capital, 
can therefore move himself from the core (serious culture) to the periphery (pop and 
“Sarah Thronton (1995)depicts subcultural capital as insider knowledge, a kind of proof of 
membership in a counter-culture. 
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subculture), but Skyline and Monkey who lack both economic and cultural capital 
can only wander in the margin^^. Leisure capital as a determining factor in the 
configuration of spatial order of the Cultural Centre proves that leisure in actuality is 
quite structured by (leisure) class, albeit the presence of the illusory free mobility. 
Therefore, to a great extent, Soja's space-to-class homology is still quite true in Hong 
Kong society. As Lefebvre ( 1991b: 31) writes, "The fagade (to see and to be 
seen) was always a measure of social standing and prestige." The impermeable 
fapade of the Cultural Centre is also a mark of the prestigious social standing of the 
new leisure class - the elite and the well-off. 
Ill 
Dialectic of Order and Disorder and the Logic of Civility 
Leisure capital acts as a ‘gatekeeper，to segregate the leisure space of elite and 
grassroots physically, yet it is not a self-containing concept to explain the more 
abstract hierarchies amongst serious, popular culture and subculture. Whilst it is 
always true that people with higher leisure capital possess stronger bargaining power 
in the framing of their leisure preferences as lifestyle, notwithstanding their practices 
of abnormal forms of leisure by which the ordinary flow of collective values, axioms 
and conventions is against would still be reprimanded by the large of society (Rojek 
2000). Therefore, the order of leisure space which involves not only the physical 
domain but also an abstract dimension is more than the order of leisure class. It is 
rather the order of bodyspace which is at once mental and corporeal, social and 
individual that composes the hierarchy. Visualising the specialisation of bodyspace 
at the Cultural Centre and integrating it with the spatial configuration of leisure class 
and culture, the spatial order of the Cultural Center is as follows: 
12 Both Skyline and Monkey only received education up to Form 3. 
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Since phallocratic bodyspace is a space where body is demanded to be disciplined, 
norms-bound, rationalised, ordered, cerebral, constraining, regulated, mannered, in 
short, to be a ‘civilised body' (Shilling 1993) and the embryonic bodyspace embraces 
the emotional, passionate, spontaneous, active, disorderly and even destructive 
bodies. The phallocratic bodyspace occupies the centre and the embryonic 
bodyspace at the periphery, the centre-periphery relationship exhibited in the space 
of Hong Kong Cultural Centre, in Lefebvre's (1991b: 333) terminology, is the 
‘dialectic of centrality' which refers to the contradiction of space, is also an 
order-disorder, civilised-uncivilised relationship. As Lefebvre states, the dialectic 
of centrality is constituted through tactics of inclusion and exclusion via an effective 
concentration of wealth, means of action, knowledge, information and ‘culture, in the 
150 
centre (1991b: 332). As already demonstrated in Chapter the information and 
knowledge on programmes presented inside the Cultural Centre is largely 
disseminated through elitist channels, thus excluding the non-elites and protecting 
this space an elite space. Yet this space as a space of status display also demands 
the visible body and architecture to perform 'culture' in a way to distinguish from the 
‘wild’ nature outside, hence the need to perform the body and space civilly, orderly 
and rationally. The vertical order of social relations between elites and non-elites is 
therefore shown, reproduced and represented in the horizontal specialisation of 
civilised and natural body. 
Nevertheless, the co-existence of the contradictory civilised and non-civilised space 
in a single place is only a strategy employed by the hegemonic class to mark a 
distinction of their status. Any disorders in the periphery that may endanger the 
established order in space will be discriminated by central power. The oppositional 
and ‘subversive’ acts of subculture actors and festival revellers in the ‘wild’ exterior 
are denounced as deviants by means of ‘moral regulation，，which is, in fact “a project 
of normalising, rendering natural, taken for granted, in a word ‘obvious，，what are in 
fact ontological and epistemological premises of a particular and historical form of 
social order，，(Corrigan & Sayer，1985:4，cited in Rojek 1995: 19). Besides the 
institutions of 'repressive state apparatus' (Althusser, 1971) such as the police and 
the judiciary, ‘moral regulation' also takes a softer form of ‘moral atmospheres' 
(Corrigan & Sayer，1985) which is cultivated and consolidated via education and the 
media. Hence the dialectic of centrality represents the dialectic of order and 
disorder which takes a form of civility and normalisation as its underpinning 
principle of being simultaneous. Lefebvre (1991b: 333) calls this ‘the logic of 
Please refer to Ch. 3 section VI "The Representation of Space: Elitist Discourse" 
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centrality'. The disjointed spaces are unified by the axiom of civility radiating 
from the centre dominated by the hegemonic class of elite. 
Civility as the logic of centrality explains why the seemingly free and invigorative 
embryonic bodyspace outside the Centre is actually institutionalised as that of 
phallocratic inside. Tracing the etymology of the word, 'leisure', the word derives 
from the Latin word licere, meaning to be lawful or to be allowed (Rojek: 1985). 
The interchangeable word of leisure -- 'recreation', also stems from the Latin word 
of recreatio, which refers to restoration or recovery (Kraus, 2001 [1978]). The 
origins of the words reveal the facts that play in the modem era (in the name of 
leisure and recreation) are lawful activities for purposeful restoration. In our time, 
play is a means rather than an end. Play allows the restored individual body to 
re-create productively and effectively when one returns to his/her role at work. 
Rather than being conceived as primordial, the role of play is reversed with that of 
culture, i.e., play is subordinated to work and it exists for the sake of work. Play at 
the expense of work such as the play of street kids is criticised, as they produce 
nothing beneficial to the system and the society as a whole. Disorderly leisure and 
recreational activities such as the destructive and uncivilised behaviour of the festival 
revellers during Christmas 2001 are reprimanded by society for a similar reason^ "^  -
rather than producing changes, the maintaining of status quo is the aim to which 
leisure aspires. Tension created by the anti-structure potentialities of play and the 
objective of leisure as retaining structure therefore demands a set of institutions to 
counter a ct. Thus the e mbryonic e xterior of the C ultural C entre i s p ut u nder t he 
surveillance of institutions as much as the phallocratic interior. In and out, the 
leisure space of Hong Kong Cultural Centre is an institutionalised space and the 
14 Please refer to Ch. 4 Section V "The Representation of Space: the Repression of Revolution" 
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leisure bodies are all expected to be docile bodies. Borrowing Foucault's analogy 
of institution as Panopticon, Hong Kong Cultural Centre as an institutionalised 
leisure site is analogous to a ‘prison’ where the surface of freedom is hidden with a 
range of constraining forces. The paradoxical phenomenon is perhaps best ended 
with Lefebvre's (1991b: 383) following description of leisure space: 
The situation has consequences that seem paradoxical at first. Certain deviant 
or diverted spaces, though initially subordinate, show distinct evidence of a true 
productive capacity. Among these are spaces devoted to leisure activity. 
Such spaces appear on first inspection to have escaped the control of the 
established order, and thus, inasmuch as they are spaces of play, to constitute a 
vast 'counter-space，. This is a complete illusion. The case against leisure is 
quite simply closed — and the verdict is irreversible: leisure is alienated and 
alienating as labour; as much an agent of co-optation as it is itself co-opted; 
and both as assimilative and an assimilated part of the 'system ‘ (mode of 
production). Once a conquest of the working class, in the shape of paid days ’ 
o f f , holidays, weekends, and so on, leisure has been transformed into an 
industry, into a victory of neocapitalism and extension of bourgeois hegemony 
to the whole of space. 
IV 
Power at Play 
According to Caillios (1979), play is always influenced by the structure of a society 
and involves a competitive dimension. At the leisure space of Hong Kong Cultural 
Centre, as shown in the fig. 5.3, the phallocratic bodyspace composed of elites 
dominates the core and the embryonic bodyspace made up of mainly grassroots 
placed at the periphery resembles the constant fight between hegemonic bourgeois 
and subordinated ordinary citizens. That is, the hegemonic class dominates in the 
centre, the ordinary grassroots negotiate at the periphery and the 'deviants' oppose 
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the whole structure. Interestingly, subculture ‘deviants，such as the bike boys, 
Skyline and Monkey, the 'street kid，，Yupi and Chun Chun like to call the Cultural 
Centre “Min /ma’，(文化，culture) ^ ^ Their de-centring of culture echoes their 
"decentring leisure，，— disorderly leisure which opposes to the leisure in Modernity 1 
(Rojek 1995). However, exercising its power through institutions and knowledge, 
the hegemonic class is able to suppress the opposition and retains its dominant role. 
As Lefebvre recognizes, leisure space is a "bourgeosified" space. The power at 
play at the centre is also the structure of a capitalist society at play. 
In addition to class, the ongoing battle between phallocratic and embryonic 
bodyspace also contains the contestation between a set of ideological values -
civility and incivility, rationality and emotion, sanitary and dirtiness, decency and 
vulgarity, order and disorder, normal and the abnormal, Apollonian reason and 
Dionysian chaos... 
However, besides these are the assimilated yet independent power struggle between 
structure and agency which is represented in the form of contestations between 
institutions and bodies. In the phallocratic bodyspace, the power of body is 
subsumed into the highly institutionalised space, whilst in the embryonic bodyspace, 
body equips greater freedom and power to produce new space. Yet the fact that the 
embryonic bodyspace is also an institutionalised bodyspace means that individuals 
always need to negotiate with the institutions of the society, the power between 
agency (individuals) and the structure (institutions) are always undergoing 
competitions. 
In Yau's film "Give Them a Chance", the street brakedancers all call Cultural Centre "min Hua" 
too. 
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In conclusion, Hong Kong Cultural Centre is a contested bodyspace - various forms 
of power contestations between classes, between ideologies, between body and space, 
and between structure and agency. Yet unified with the logic of civility, the 
contestations at Hong Kong Cultural Centre go beyond the dichotomies that this 
bodyspace embodied to contestations between body-cities. 
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Ch.6 
Body-City and City Spectacle 
In last chapter, I have examined the relations of the two differentiated 
bodyspaces contained at the Cultural Centre. I have also concluded that 
civility is the logic of centrality underlying the spatial configuration. Based on 
this conclusion, this chapter attempts to answer the fourth research question: If 
the unitary city is constituted of all fragmented, heterogeneous and contesting 
bodyspaces in a place, how are these bodyspaces at Hong Kong Cultural Centre 
constitute the body-city of Hong Kong? Since the logic underlying these 
fragmented bodyspaces is the logic of civility, therefore the research question 
can be reframed into how the logic of civility constitutes the body-city image of 
Hong Kong? 
To answer this question, I will try to relate the logic of civility with the urban 
imaginary of a city, which is supposed to be a body-city cobuilding relationship. 
Space embeds and narrates history; therefore section 2 traces the historical 
reasons behind such logic. It is believed that the emergence of a cultural 
centre of international standard helps enhance a city's cosmopolitan outlook. 
Such need is not only a past tense. The need to present Hong Kong as a 
spectacular city is even more urgent when its identity confronts a crisis after the 
reunification. As a cultural monument, Hong Kong Cultural Centre is an 
important site that witnesses and cultivates our postcolonial identity. Through 
an examination of the cultural events held inside and outside the c entre, it is 
found that the space is reflecting our simultaneous integration and disintegration 
with the Mainland, which is, a defining representation of Hong Kong's 
ambivalent identity. Besides these artificial cultural events, the presence of 
Mainland tourists is also another important element that represents Hong Kong 
as a spectacle. While their presence provokes the emergence of photo stalls at 
the waterfront of Cultural Centre, their body managements always expose their 
difference with Hong Kong people. Analysing their proximity and distance, 
sameness and differences embodied within our city spectacle, the power 
relations and the spatial orders between Hong Kong and other cities as well as 
that between Hong Kong and Mainland will be illustrated. 
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"Cities and places now, it seems, take much more care to create a positive and 
high quality image of place …[that is] blessed with certain qualities, the 
organization of spectacle and theatricality. ” 
(Harvey, 1989: 92-3) 
“Cities are stages for the great triumphs and tragedies of humanity - sites for 
the events and interactions which define the ages. People are drawn to the city 
for work, politics, pleasure, crime and conquest. They are the places of 
contemporary spectacle.“ 
(Stevenson: 2003b, 93) 
I 
The Logic of Civility and City Imaginary 
Zukin (1995: viii) writes, "cultural institutions, such as art museums, (which) were 
assumed to enhance a city's reputation for civility". It implies the architecture of a 
cultural institution itself is a visible sign, a symbol - the representational space of the 
city. The symbolic link between the two necessitates them to follow the same logic. 
It follows that violation of the logic of the cultural institution means also a disruption 
to order of the city. 
Architecture would not violate the logic itself; it remains a dead object without body 
as its ‘interface’（Grosz, 1995). Living bodies enliven architecture and ‘co-build， 
the city with the architecture (ibid). It follows that if the architecture is to enhance a 
city's reputation for civility, the living bodies also need to incorporate civility. Living 
bodies and architecture together constitute the imaginary of a city. 
Therefore, the focus of the criticisms regarding the destructive deeds (spraying 
graffiti and littering) by the revellers at Hong Kong Cultural Centre at Christmas and 
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New Year Eve of 2001 is always drawn from the perspective of the uncivilised 
revellers' behaviour and its detrimental effect on the city image of Hong Kong. For 
example, the Leisure and Cultural Services Department spokeswoman June long 
said: "we understand that people might get over-excited during the celebrations, but 
we also appeal to them to think of Hong Kong's image and show civic-mindedness. 
Moreover, the headline "Litterbugs tarnishing city s reputation'' is used in a news 
article that reported the issue in SCMP, December 30，2002. 
To be "Asia's world city and a major city in China” is the goal of Hong Kong SAR 
government, as stated in the document, "Bringing the Vision to Life: Hong Kong's 
long-term development needs and goals，，； it records the SAR government's 
commission on strategic development in February 2000. Confronting the identity 
crisis stemmed from globalisation on the one hand and the reunification with China 
on the other hand, Hong Kong has a pressing need to maintain its own identity which 
is also its ability to survive amidst the crisis. Enhancing its metropolitan character: 
technologically advanced, economically successful, culturally vibrant, politically 
stable, socially civilised - these are of the utmost concern. Projects such as the 
Cyberport, Chinese Herbal Medicine Port, Disneyland, the Western Kowloon 
Cultural District, etc., despite the disputes behind the scenes, are vital to keep up 
Hong Kong's competitive power. Besides the spectacular infrastructures and 
architecture however, is the character of the people that composes the metropolitan 
character of a place, and it is believed that "instead of reacting emotionally, a 
metropolitan type reacts primarily in a rational manner" since the ‘ intellectualised 
character' protects one from the persistent bombardment of stimuli in the modem 
city (Simmel [1903] 1995: 32). Civility inscribed in the bodyspace of Hong Kong 
1 "Revellers may face stricter litter control" in the Standard, December 26, 2002 
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Cultural Centre which contains all the qualities of ‘rational manner' and 
‘intellectualised character，in one is henceforth a mark of the metropolitan character 
of Hong Kong. 
II 
Spectacularisation of City 
Space narrates history (Lefebvre, 1991b). Whilst the ‘fixture，space of Western 
Kowloon Cultural District highlights the postcolonial government's endeavour to be 
'Asia's world city，，the space of Hong Kong Cultural Centre tells the history of the 
ex-colonial government's effort to build Hong Kong into a 'cultivated and 
cosmopolitan city' (Ooi 1 995a: 37). According to Ooi, British already knew that 
Hong Kong had to be returned to China in 1997 as early as in 1974. Looking for a 
long-term friendly relationship with China, the British government decided to leave 
Hong Kong as a better place than it found it. Hence, Sir Murray MacLehose, the 
Governor of Hong Kong at the time, was given the responsibility of improving the 
image of Hong Kong. The institutionalisation of art and cultural services and the 
proposal of the Tsim Sha Tsui cultural complex (the infant stage of Hong Kong 
Cultural Centre) were policies to enhance the cultural landscape of Hong Kong as it 
was often criticised for being a ‘cultural desert'. As Abbas stated, Hong Kong 
Cultural Centre is an attempt at cultural self-definition (1997: 144). Given 
headlines such as "Hong Kong: No longer a desert，，!，��subtitles s ch as "from 
desert to forest”� used in the major press to introduce Hong Kong Cultural Centre 
and the Art Museum of Hong Kong when it opened in 1989, such an “attempt at self 
definition", to some extent, can be said to be successful. As Peter Choi, an official 
2 “Hong Kong: No longer a desert" by Bamett Cherry in Art News: Jun92, Vol. 91 Issue 6, p90, 2p, 
2c, 2bw 
3 "Mixed reviews for Hong Kong's Cultural Centre, The New York Times, V^  January, 1990 
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with the Urban Council, which built the new centre, said, "If we were once a cultural 
desert, today we are a green, green forest. ... These are the kinds of venues that 
world-class artists will want to perform in.”4 Filled with programmes like Pavarotti 
and Glyndeboume in annual international arts festivals, it is evident that the cultural 
infrastructure of the HKCC has contributed to foster a more vibrant art scene and a 
metropolitan outlook that resembles New York, London and Paris in Hong Kong. 
As Hall (1997) has demonstrated with the replacing of Birmingham, the 
representation of a city as spectacular and theatrical is vital when envisioning a 
geography of visibility and invisibility, which in turn is a key tactic to achieve city 
re-imagination. The ‘visibility’ of Hong Kong Cultural Centre can be envisaged as 
representing our city as spectacular and theatrical. 
The representation of Hong Kong Cultural Centre in the sub-division of 'Events' 
instead of the 'Sightseeing' section in the web page of the Hong Kong Tourism 
Board^ elucidates that link of geographical visibility and spectacle. Hong Kong 
Cultural Centre is not a site to be visited for itself, but a venue for the enjoyment of 
spectacles, whether the spectacle of the city or spectacular events. The opening 
sentence of the 'Events' web-page: “The Hong Kong Calendar is fill with thrilling 
and spectacular events year-in, year-out，. These spectacular events include artistic 
festivals, theatres, dance.^ Of these events, most programmes of Hong Kong Arts 
Festival and Hong Kong International Film Festival, two prominent cultural activities 
of international scale are mostly staged in the Cultural Centre. Presenting 
world-class performances, these events are spectacular and attract gaze worldwide. 
In the Hong Kong Arts Festivals 2004, two Italians, one working in Shenzhen and 
4 Ibid. 
5 The website of Hong Kong Tourism Board is http://www.discoverhongkong.com. 
6 http://www.discoverhongkong.com/eng/showtime/index.jhtml 
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the other worked in Guangzhou, came to Hong Kong specifically for Gil Gilberto's 
concert as they said that there were no performances of the same rank where they 
worked. One Brazilian also told me he was very moved by Gil's concert as he 
could not see such a marvellous performance of such a renowned artist of his own 
country. “I even did not have the chance to see a performance of Gil in my home 
town but I have a chance to see him here in Hong Kong. I am very happy and 
moved." A woman from New Zealand who is now working in Hong Kong as an 
English teacher also told me that there were much fewer world-class grade 
performances presented in the cultural centre in her home country. Neither the 
cultural performances staged in Shanghai can be comparable to that of Hong Kong as 
two foreign cultural journalists, who have previously worked in Hong Kong and are 
currently working in Shanghai, discerned: “The variety of artistic and cultural 
performances in Shanghai is declining in recent years. There are only few 
performances available for selection in the programme calendar. Hong Kong is 
improving in this aspect. With more and more international grade performances are 
staged there." All these answers have one thing in common - the cultural precinct 
of Hong Kong Cultural Centre is beings conceived as a site exhibiting Hong Kong's 
cosmopolitan character. In the age of globalisation where every city confronts an 
identity problem, not only commodities (such as the cultural events) are spectacular 
in nature, but the city itself has to become a spectacle in order to compete with other 
cities for business investments, tourist gaze and other economic, social and cultural 
opportunities. The spectacular events are significant inasmuch as they are devices 
that constitute "Hong Kong as the Event Capital of Asia，，. 
The re-imaging of "event capital，，is in line with Hong Kong's branding as "Asia's 
world city，，. The branding was initiated by the HKSAR government in 2000 as one 
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of the strategies to assist economic revivals, when Hong Kong suffered from acute 
economic recessions for a few years after the handover in 1997. Behind the 
economic concern, the branding however, reveals the crisis of ‘the disappearance of 
Hong Kong，（Abbas, 1 997) — the disappearance of its indigenous cultural i dentity 
resulted from the transition ofpolitical identity, whichplaced Hong Kong into an 
unprecedented and situation of ‘one country, two systems', whereas the notion of 
‘one country' calls for the imposition of 'resincization programs' (Ma, 1999) in 
various levels of political, (national flag raising ritual), socio-cultural (education on 
Chinese traditional culture), civic and national (the promotion of patriotism) 
perspectives in the reintegration process; and the notion of ‘two systems' allows the 
Hong Kong society to practice the capitalist mode of living. This involves the 
promise of freedom of speech in daily lives but also a democratic governing body. 
It is believed that Hong Kong was granted this privilege of two systems because her 
established status in the world theatre of capitalism can serve as a window for China 
to step onto the stage (Kelly, 1998). Improving and maintaining Hong Kong's 
competitive power is therefore of utmost importance if Hong Kong is to preserve the 
privilege, especially when the comparative advantage of Hong Kong is being 
threatened by the rapid development of other major cities in China such as Shanghai 
and Beijing. As a result, Hong Kong is being put under the pressure of 
re-integration (resinicization) and disintegration - the maintenance of her distinctive 
postcolonial and cosmopolitan character with China. The traces of tensions have left 
its marks in Hong Kong Cultural Centre - the site exists not for itself, but for the 




Event Capital and Hong Kong Identity 
Bianchini and Schwengel (1991) have identified two approaches of re-branding and 
re-developing the city. The first adopts a low key approach of nurturing and 
promoting local cultural activity in the city. The second pivots the construction of 
spectacles in the waterfront as a festival marketplace for consumption and 
entertainment. I will term this method of using festivity to enhance a city's 
attractiveness as ‘the festiviation process，. Hong Kong Cultural Centre, composed 
of both cultural venues and a waterfront garden, is a representational space of both 
these two approaches in the creating of Hong Kong as a city spectacle. Interestingly, 
these two approaches can also be envisaged as the reintegration and the 
disintegration process Hong Kong is experience in its struggle of survival. 
Resinicization 
After Hong Kong's reunion with China in 1997，more Chinese performances have 
been presented at Hong Kong Cultural Centre and other performing venues as part of 
the reunification process. For instance, in Sep 97，Cultural Centre marked the 
reunification by welcoming the outstanding Chinese Youth P erformers Series. In 
October of the same year, the “Chinese Opera Festival" was held. It seemed to be 
the first "festival" of these kinds that involves “Chinese，，in the programme name. 
In May 2001, the Chinese People's Liberation Army Dancing Team performed "The 
Red East". In the autumn of the same year, "the Chinese Legend Festival" which 
"aims to promote understanding in and appreciation of Chinese culture and art" with 
the showcases of traditional arts such as Kunqu opera, Peking opera, Cantonese 
opera, Chiu Chow opera as well as new theatre ventures interwoven traditional and 
modem techniques, as the Chief Manager of LCSD, Cynthia Liu told, was hoisted 
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for the first time?. In the spring of 2003, the resinicization programme extended its 
scope to reach a larger proportion of the general public, "to promote the traditional 
Chinese culture and to spread its charisma, the cultural centre will hold free 
performances full of Chinese characters in the foyers for the public." The 
promotion of traditional Chinese culture is undoubtedly a device of decolonisation, 
but behind the political concern is an economic consideration - the Chinese culture is 
a valuable and marketable commodity under the background of globalisation and the 
increasing strength of China itself attracts international attention. Recruiting 
Chinese cultural programmes into the art calendar of Hong Kong therefore helps to 
strength the link between Hong Kong and the mainland as well as satisfy the desire 
of the tourist gaze, 'ultimately play a role in Hong Kong's successful development as 
Asia's world city as well a major city in China.， 
Disintegration 
Whilst the interior of Hong Kong Cultural Centre presents a cultural spectacle of 
integration, its exterior - the waterfront garden presents the other side of 
disintegration. Staging more and more festival mega-events such as Cathay Pacific 
International Chinese New Year Night Parade in 2004 and exhibition events like the 
Credit Suisse Privilege World Women's Squash Open in 2003，and the current event 
of Aqua Fantasia^ besides the clock tower, the stunning waterfront outside the 
Cultural Centre is undergoing the festiviation process and becomes a bigger tourist 
spectacle other than its original function as a ‘playground’ for locals to generate 
7 http://wwwxhina-embassy.ch/eng/l7655.html 
8 "Bring the Vision to Life: Hong Kong's Long Term Development Needs and Goals (2002) 
http ://www. info. gov.hk/cpu/english/evision.pdf (p. 17) 
9 "Aqua Fantasia" is an event that celebrates the 2004 Hong Kong Shopping Festival. The event is a 
multimedia choreography of dancing fountains, lasers, music, water and lights projected on a 




The Chinese New Year Night Parade was started in 1996. However, it was the first 
time the parade took place in evening time and followed a new route in Tsim Sha 
Tsui, with the piazza of the Cultural Centre where audience seats were set as the 
starting point. The evening parade featured a dazzling combination of the 
elaborately decorated and illuminated floats, local and 17 international p erforming 
groups from Australia, Canada, China, Germany, Japan, Korea, Malaysia, Singapore, 
Thailand, the United Kingdom and the United States, and specially lighting effects, 
music and interactive elements to enthral the spectators. The array of traditional 
Chinese and international elements by energetic multicultural performers symbolises 
Hong Kong's identity, as being at one with western and eastern, global and Chinese 
influences. To make the parade truly spectacular, the HKTB invited the 
performance consultant for the 2000 Sydney and 2004 Athens Olympic Games from 
Australia to advise on the lighting effects and presentation of the Parade. Five 
major themes - 'Hong Kong Dazzles', ‘Hong Kong Glitters', 'Hong Kong 
Shimmers', ‘Hong Kong Shines', and 'Hong Kong Sparkles" were presented to 
highlight the diversity and vibrancy of Hong Kong. In addition, 1 asers, powerful 
searchlights, spotlights as well as a giant lighting globe of a type never previously 
seen in outdoor parades were also used to extend the lighting fantasia to the entire 
parade route. Ms Shum，Regional Director of the Americas, HKTB, declared that 
"With special lighting effects, music and interactive elements, the parade will treat 
the audience to a high-energy multimedia performance that showcases the vibrancy 
of Hong Kong as Asia's world city''^^ The speech reveals that the city of Hong 
10 http://206.20.4.172/newsreleases/archive/parade .htm 
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Kong itself is the spectacle to sell behind the spectacular event of the night parade. 
To attain the goal, the parade was broadcasted to global media and audiences and 
turned into a "media event". Over 100 international media guests from 15 markets 
were invited to Hong Kong to cover the Parade. The satellite uplink was arranged 
for the first time to enable broadcasters globally to receive the Parade footage. 
Locally the event was televised live in Jade Channel of (Television Broadcasts 
Limited (TVB). The event was also transmitted by Shanghai TV through its 
satellite network to TV stations across mainland China. Together with the broadcast 
by 12 overseas TV stations, the parade is expected to have reached an estimated 
audience o f 3 40 million^^. The 1 ighting effects, the colourful and dazzling p arade, 
with the global televised of the event ensures Hong Kong becomes a truly spectacle 
and a mesmerizing event capital through the tactics of visual display. 
Visuality occupies a predominant role in late modernism where the effect of signs 
and images, is at least as overwhelming, if not more so, as that of discourse in city 
competitions. The culture of a city is also the culture of visuality, as Zukin (1995: 
263) discerns, “Culture is something that sells, something that is seen'' The New 
Year Night Parade is just one of the spectacles of the visuality for sale. Another 
mega-event that has consumed the waterfront of the Cultural Centre as a platform to 
exhibit its culture is A Symphony of Lights, another visual spectacle marketing the 
city of Hong Kong. 12 ‘‘A Symphony of Lights” is a world-class light and multi-media 
sound show that spotlights the astounding Hong Kong Island skyline and the 
dramatic vistas of Victoria Harbour through the showcasing of eighteen buildings 
11 http://www.asiatraveltips.com/travelnews04/221HongKong.shtml 
12 'A Symphony of Lights' was launched on January 17' 2004 as one of the mega events to relaunch 
Hong Kong. Before the Avenue of Stars opened on 28 April 2004，the promenade at Hong Kong 
Cultural Centre was discoursed as the best viewing location of show. 
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standing along the island: the Bank of China Tower, Central Plaza, Cheung Kong 
Centre, Harcourt House, Hong Kong City Hall, Hong Kong Convention and 
Exhibition Centre, HSBC Main Building, Jardine House, Mass Mutual Tower, One 
Exchange Square and Two Exchange Square, One International Finance Centre and 
Two International Finance Centre, Queensway Government Offices, Sun Hung Kai 
Centre, the Centre, the Chinese People's Liberation Army Forces Hong Kong 
Building and the Hong Kong Academy for Performing Arts. Each of these 
buildings, cultural, commercial or political, symbolised different spirits, but they are 
also a sign of prosperity together as a remarkable icon of Hong Kong (see Appendix 
2). Wash lights, led lights, fibre optics, lasers, searchlights were used to illuminate 
the buildings representing Hong Kong's story, achievements and endless energy. 
Music andnarration were broadcasted through radio as well as from the speakers 
outside the Cultural Centre before the Avenue of Stars opened on 28 April 2004. 
Although the broadcast has shifted to the Avenue of Stars now, the event still 
illuminates the waterfront promenade at the Cultural Centre which can be an 
audience platform for the stunning skyline 'backdrop' display where pleasure from 
the consumption of signs (the symbolic meaning of prosperity, dynamism, colonial 
legacy) can be derived in addition to the provision of corporeal pleasure through its 
functioning as a ‘playground’ for the release of physical surplus energy. As a local 
audience said: 
"the s how m akes me feel t hat Hong Kong is v ery p rosperous a nd exuberant. 
Tourists would be happy when they see it. First, our harbour view is really 
stunning. With the interactive elements of lights and music, the ambience is 
good. I believe that such scenery can be seen in only a few cities in Asia. You 
may see firework displays in the mainland and many countries, but a light show 
cannot be seen anywhere. ” 
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Lighting is a spectacle of wealth, power, order, stability and modernism. The 
multimedia light and sound show of Symphony of Lights” is therefore an effective 
vehicle conveying the power of Hong Kong. Yet it is worth noting that without the 
skyscrapers, the lighting effects would be meaningless, as the official discourse 
rightly declares: “the show is a brand new tourism project and a permanent 
enhancement to our already spectacular harbour view^^. In fact, long before the 
waterfront area outside the Cultural Centre is officially launched as a place for the 
consumption of the harbour view in the event of ‘‘A Symphony of Lights”, the space 
has already been "appropriated" by revellers as the audience platform to watch the 
fireworks display for many years. But it was only recently that the space was used 
more regularly for its startling backdrop by the government. Last year in 2003, 
following in the footsteps of Cairo and New York, where tournaments are held under 
the shadow of the pyramids and inside Grand Central station, a world-class sport 
event, the semi-finals of the Credit Suisse Privilege World Women's Squash Open 
were held against the breathtaking background of Victoria Harbour outside Hong 
Kong Cultural Centre. The four-side glass tournament court even enabled the 
world's best players such as world number one, Carol Owens of New Zealand, and 
number two, Natalie Pohrer of the United States, to play overshadowed by the 
spectacular view of Victoria Harbour. As Heather Deayton, executive director of 
Hong Kong Squash said, “It will be the first time we are holding a tournament 
outdoors. It will be an absolutely spectacular view with the fabulous harbour neon 
lights of Hong Kong Island in the b a c k g r o u n d . I n reality, the piazza of the 
Cultural Centre was chosen as the starting point for the Cathay New Year Night 
B http://www.tourism.gov.hk/symphony 
14 "World stars to shimmer before skyline; 'It will be an absolutely spectacular view with the fabulous 
harbour neon light of Hong Kong Island in the background" in SCMP, August 26, 2003，p. 14 
168 
Parade for similar r e a s o n ^ I t is believed that the stunning backdrop of Victoria 
Harbour can certainly increase the fecundity of the spectacles. 
A gaze i s after all visual，Urry (1990: 44) writes. The stunning harbour view, the 
magnificent skyscrapers, the display of advanced technology through multimedia 
light and sound shows all deliberately delineate the significance of visual culture or 
"the logic of visualisation” (Lefebvre 1991b) as signs and symbols displaying a city's 
strength and power, as the narrative of the light and sound show delineates: 
“Hong Kong, 
...A city built on trade and commerce 
...Prospering as the gateway to China 
...A well connected city growing over time 
...As its great buildings testify today 
At the centre of Asia we are a cosmopolitan city 
Welcoming visitors from all over the world 
And those who calls this place home... 
Are building the city... 
Always moving forward... 
With speed and agility 
The highlight of the built fabric of the city as a marker of Hong Kong's cosmopolitan 
identity and objects of the 'tourist gaze' elucidates the duality of urban spectacle and 
the spectacle that is the urban landscape in late modernism (Stevenson 2003:93). City 
power lies in the architecture of the city with the form of high-rise building, as 
Lefebvre's (1991b: 98) writes: 
The arrogant verticality of skyscrapers, and especially of public and state 
15 The backdrop of night harbour view is defined as one of the characters of this year's night parade. 
Please see “耀目車花璀壊夜景互相映襯”in M/wg/^ ao，Jan 21, 2004 
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buildings, introduces a phallic or more precisely a phallocratic element into the 
visual realm; the purpose of the display, of this need to impress, is to convey an 
impression of authority to spectator. Verticality and great height have even 
been the spatial expression of potentially violent power. 
It is true that these official events, whether staging in the piazza of the Cultural 
Centre or over the harbour and using the promenade as the audience platform only, 
have turned the space into festival market place for consumption and entertainment, 
thus reverberates the embryonic character of the bodyspace outside the centre. Yet on 
the other hand, featuring the phallocentric skyscrapers in these events, the symbol of 
power, the festival market place joins the phallocratic space at the centre. In other 
words, the vertical plane of power between the Cultural Centre and the skyscrapers 
resonates with the horizontal configuration of power inside and outside the centre; it 
implies that the bodyspace of a specific place also overlaps with the bodycity. In 
actuality, the soul of a city stems from no deadly objects, but the lived bodies are its 
motive agents of changes, as the narrative of "A Symphony of Lights", following the 
highlights of the buildings says: 





Moving forward together... 
With strength... 
Resilience... 




The city is proud... 




And to lead. 
Hong Kong s youth.. .youth with insight... is our future. 
Creating beauty, delighting senses, stimulating minds. 
Actors are the people initiating and interacting with the settings of events on the 
stages of cities. City spectacles require its people to create, polish and accomplish 
as much as the people need the spectacle in return to provide their sense of belonging 
to a place _ their identity. The spectacle of Symphony of Lights” is undoubtedly 
a product of the endeavour of Hong Kong people. But it also succeeds to act as a 
means to consolidate the identity of Hong Kong and that of its people, since the 
narration has transformed the skyscrapers into a live museum and reminds both 
insiders and outsiders the Hong Kong story, as I saw a few middle-aged women tried 
to recognise all eighteen buildings after the show. In addition to relaunching Hong 
Kong, the event also helps Hong Kong people to re-identify themselves with Hong 
Kong again. Amazing grace are the responses of the tourists on the scene/seen, 
while what Hong Kong people attain is pride. A man expressed his thought after 
the show: 
“The light show is our glory. I was so aggravated when I found that shines of 
colourful laser beams from the other side of Shenzhen reached as far as Yuen 
Long one day when I came home and passed there, as there weren 't any 
powerful lights in Hong Kong then. The light show makes me feel much more 
comfortable. Mainland C hina has m any a dvantages o ver Hong Kong, yet it 
has also aspects inferior to us. Therefore I would think why it (the mainland) 
possesses such compelling laser beams whilst Hong Kong has none. ” 乂谷 
16 I would like to quote the original words of the last sentence of the informant here as his words 
evinces elaborately how Hong Kong people are still articulating the mainlanders as our 'others' to 
safeguard our disappearing identity. The words are as follows: “所以我會誌點解乂考响激光附 
171 
Identity is articulated through the construction of 'others' (Hall, 2000), yet the 
'others' is not an articulation of discourse emptied out of material contents. Hong 
Kong people who still draw the mainland as its significant "Others" necessitate 
tangible and sensible things to sustain the boundaries. Modernism, the quality of 
Hong Kong is actualised through practices rather than discourses in vain. The 
(social) space of city takes the same Lefebvrean trilectics of spatial practices, 
representation of space (discourse) and representational space (symbolism). The 
spatial practice of the 'Symphony of Lights' as well as other spectacular events 
which embed and activate discourses of innovation, creativity and strength form the 
material base to represent Hong Kong as a cosmopolitan city (the representational 
space). 
In a word, Hong Kong's postcolonial identity as ambivalence created by the tensions 
of the integration (resincization programs) and disintegration (the identity 
construction of Hong Kong as Asia's world city) is also inscribed and represented in 
the space of Hong Kong Cultural Centre through the official practices of cultural 
programming (such as the Legend of China Festival) and festiviation (all the events 
make use of the waterfront). Beyond the local level of contestation between elites 
and grassroots, serious culture and popular culture, Hong Kong Cultural Centre is 
also a representational contested space of Hong Kong and other world cities in the 
global circle; Hong Kong and other Asian countries in the Asian circles; as well as 
Hong Kong and mainland in the China circle. Yet in the course, the presence of 
tourists is necessary to constitute, visualise and verify the victory of contestation -
the city of Hong Kong as a spectacle of cosmopolitanism and a place worth visiting 
勁，可以射來香港，但係香港無” whereas “人哋” equals to the meaning of "the others". 
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(see Urry 1990: 46). Amongst tourists from all over the world, the presence of 
mainland tourists in the landscape of Hong Kong is the most pivotal as their being 
here provides evidences of Hong Kong's distance with mainland, which in turn is 
crucial for its survival and ‘re-appearance’ (Hu, 2000) since Hong Kong still needs to 
draw mainland as its significant "Others" in its identity struggle. 
IV 
Mainland Tourists as the City Spectacle of Hong Kong 
Hu (2002) has identified the role of the ‘mainland tourist' as significant ‘participant， 
in the constitution of the urban spectacle of Hong Kong, since their presence evinces 
and sustains the discourse of Hong Kong as ‘economic miracle’ on the one hand and 
Hong Kong as part of the circle of "Chineseness" on the other hand. Actually, the 
mainland has remained the major source market for Hong Kong's tourism industry 
since 1997 (Hong Kong Yearbook 1997-2002). Hu points out that the number and 
the spending of mainland tourists have kept a steady growth even when the number 
of visitors of most major cities has dropped sharply because of the economic attack 
of financial storms in 1998. The number of visitors from China was 2.6 million and 
they spent HK$21 billion in 1998，up 17.6% and 1.5% on 1997 (Hong Kong Tourist 
Association, 1998). The growth continued steadily until 2001 ^ ^ In 2002, as a 
result of a number of measures to facilitate entry for tour groups and business 
travellers from mainland, the number of mainland visitors increased in vast numbers 
by 53.4 per cent to 6.83 million and accounts for 41.2%of total visitors arrivals. 
� T h e growth percentages of mainland visitors from 1999 to 2001 are 18.7% 18.1%, 17.5% 
respectively. 
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With the implementation of the solo travel scheme in July 2003 ^ ^ a total population 
of 76 million mainland tourists have already visited Hong Kong. With each visitor 
spending an average of $5,600, they have already brought Hong Kong economic 
benefit of nine billion dollars^^. In the latest HKTB research report dated on 8 June 
2004, it is recorded that mainland China cemented its position as the highest 
spending market, as the per capita spending of overnight mainland visitors has grown 
6.7% to HK$6, 018 . All these facts support mainland tourists' significant 
contribution on the economic revival of Hong Kong. Whilst local press usually 
focuses the coverage on the attractiveness of tangible goods such as jewels, fashions, 
cosmetics and high-tech products to mainland tourists, the charisma of the intangible 
'commodities' of our city image is less acknowledged. In reality, mega-events are 
vital intangible commodities for tourist gaze, as HKTB Executive Director Clara 
Chong said, 
An important contributory factor, especially in the short-haul markets, is the 
programme of mega-events the HKTB has been organizing with the strong 
support of our partners in the retail, catering and tourism-related sectors. 
These events give visitors more reasons to come to Hong Kong, and more 
reasons to stay longer and spend more when they do. We hope they will also 
encourage more visitors to bring family members with them." 
Produced as tourist spectacles, mega-events require the g aze of tourists m ore than 
those other industries that take advantage of vigorous tourism. As mainland tourists 
18 "Solo Travel Scheme" refers to the policy of exempting some residents from the requirement that 
they visit in tour groups by mainland authorities. 21 cities of Guangdong Province, Beijing, 
Shanghai have already joined the scheme, whilst Jiangsu, Zhejiang and Fujian are going to join in 
July 2004. 
19 "Mainlanders make April record for HK tourism; Three northeastern provinces also plan to join 
booming solo traveller scheme", in SCMP April 21, 2004, p. 1 
20 "Visitor Arrivals Exceed 1.7m in April 2003 Tourism Spending Figures Show Positive Growth 
Trend" 
(http://partnemet.hktourismboard.eom/pnweb/j sp/comm/index.j sp?pageContent=/j sp/rso/rso_news. 
jsp&charset=en) 
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are the major component of visitors, this makes them vital constituents to complete 
the spectacle. Hong Kong Cultural Centre, as a favourable site for mega-events and 
skyline viewing, henceforth relies heavily on the presence of mainland tourists in 
accomplishing the city spectacle of Hong Kong. 
Mainland Tourists and Cultural Centre: Reconnectedness and Disconnectedness 
In October 2003，the mega event of Hong Kong International Musical Fireworks 
Competition was staged over the Victoria Harbour. The competition was held on 
three separate days: and 12出;the Oct is the national day of China. The 
national day holiday brought many mainland tourists to watch the firework displays. 
As usual, the waterfront at Cultural Centre was filled with audiences. For the sake 
of public safety, crowd control measures were put into place. As a result, many 
visitors were kept outside the ‘audience platform' at the piazza of Cultural Centre 
and I was among the excluded crowed at the Star House^^ on the day of 
competition. Many people were very enraged at the control measure since there still 
seemed to be plenty of room on the other side of the railings. Two middle-aged men 
looking like mainland tourists yelled at the policemen angrily and urged them to 
release their control. One of the men said, 
'We had waited for a few months and spent $3,000 to Hong Kong. Yet we 
are not even allowed to see the fireworks displays. What solo travel Scheme? 
Is this to make Hong Kong prosperous, bullshit! How do the police in Hong 
Kong work ？ ！ There is much space inside hut we are not let in.，’ 
"But the question is there are many people behind you. “ The policeman said. 
“But the question is you police treat the situation improperly. There aren ’t 
21 The Star House is a commercial building just besides the bus terminus. Please refer also to Fig 3.2 
(the left upper comer). 
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people inside. How do you work? "...I waited for a few months to come to 
Hong Kong and you don't let us see the fireworks... Hong Kong is 
prosperous!? ” the man reiterated. 
The skin of the man was dark and aging, suggesting he might be a peasant or a 
‘proletariat’ who needs to exchange his physical labour for a living. He wore a dull 
coloured striped T-shirt and trousers, a common outlook of mainland males and Hong 
Kong middle-age grassroots. Looking at his disappointed and angry face, I felt 
sympathy for him as I thought it could not have been easy for him to save money for 
his trip to Hong Kong and yet he failed to enjoy the glamour of a metropolitan city 
via a dazzling fireworks display. 
“There are fireworks display show in Mainland, but the varieties are fewer there, 
and there is no such beautiful harbour view in Mainland too.“ 
A woman coming from Chung Shan ^ ^ stated the effect of landscape in the 
production of viewing pleasure. The cityscape of Hong Kong represented by the 
bejewelled skyline along the Victoria Harbour, which adds to the charisma of 
fireworks displays. Not being permitted to see the fireworks display when the 
Victoria Harbour is in sight is like depriving the mainland man of the pleasure of 
being in Hong Kong. Enraged at the exclusion, the man said: “there s nothing to see, 
let's leave” and shouted, ‘‘Hurray to Hong Kong gongon ” twice in Mandarin as he 
was leaving. His companion did not follow him and stayed in the unfavourable 
location to watch the fireworks. As a Hong Kong person who knows full well that 
mainland tourists are one of protagonists in the staging of the fireworks show, and as 
an intriguing spectacle not of the show alone but also of Hong Kong, I felt sorry for 
the mote of the staging brought about by a mainlander's leaving of the scene as much 
22 Chung Shan is a city in Guang Zhou province. 
23 In Mainland, the police is called “gongon” (公安） 
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as the unpleasant experience of this mainland man. 
When the show finished, I asked the remaining mainlander where he and his fellow 
traveller had come from. The man said they were from the Peninsula Hotel. I 
clarified my question and asked them where exactly they were from in China. The 
man said, "We are Hong Kongers. We just pretend to be mainlanders to fool “大ff的” 
the police.” The answer surprised me a lot. The tactic of the Hong Kong people 
expressed in their pretence as mainland tourists in an unruly manner shows the strong 
dependency of Hong Kong's continuous prosperity on mainland. On the other hand, 
the strategic character of Hong Kong people and their view of mainlanders as 
'threatening', ‘fierce’，‘villains’ and ‘traditional’ are the contrasting values of 
"civilized", “law abiding，，’ and “tamed，，that Hong Kong people used to distinguish 
themselves from the mainlanders as in the constitution of local cultural identity in 
1970s and 1980s (see Ma, 1999: 102-4). The dramatic story shows that the space of 
Hong Kong in the post-colonial era is a contradictory space - in contrast to the era of 
Hong Kong under colonial rule, where the absence of mainlanders is not a question, 
simultaneous re-connetecedness of physical proximity and disconnectedness of 
psychological distances with mainlanders are the dialectic forces to render the 
postcolonial identity of Hong Kong in transition. The physical presence of 
mainlanders brings wealth to sustain the myth of economy triumph and e xplicates 
Hong Kong as a place with distinctive attractiveness to other cities in China; the 
psychological distance continues to draw the mainlanders in Hong Kong as our 
“others，，despite their critical ‘presence，in the construction of Hong Kong's 
postcolonial identity. 
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Photography, Contradictory Space and Body Modification 
“Photography is thus intimately bound up with the tourist gaze. Photographic 
images organise our anticipation or daydreaming about the places we might 
gaze upon. When we are away we record images of what we have gazed upon. 
And we partly choose where to go in order to capture places on film. This 
obtaining of photographic images in part organizes our experience as tourists. 
As our memories of places are largely structured through photographic images 
and mainly verbal text we weave images around images when they are on show 
to others. The tourist gaze thus irreducibly involves the rapid circulation of 
photographic images. “ (Urry, 1990: 140) 
The emergence of photographic stalls at the waterfront of Hong Kong Cultural 
Centre is another spatial practice representing the re-connectedness and 
disconnectedness between Hong Kong and mainland China. The recoimection can 
be shown by the fact that the timing of the emerging of these stalls coincides with the 
increasing presence of mainland tourists in Hong Kong. According to one of the 
photographic stalls owner, Mr. Ma, more and more mainland tourists appeared at the 
Cultural Centre since 1999, despite the economic depression in Hong Kong at that 
time. People started to take advantage of the presence of mainland tourists and 
operated photography business at the Cultural Centre, as the scenery of theHong 
Kong Convention and Exhibition Centre which signifies the reunion of Hong Kong 
24 and China and the overall dazzling skyline which symbolises the victory of 
capitalism at one. It provides the best and most desirable background for a photo 
that reproduces the mainland travellers' status, since after all "travel is the marker of 
the status" (Urry, 1990: 5). Taking a photo there in front of the skyscrapers offers 
indisputable evidence that the trip to Hong Kong was made, the programme was 
carried out, and that it was fun being in a metropolitan city (Sontag, 1979: 9). 
24 The handing-over ceremony in which the sovereignty of rule over Hong Kong was transferred from 
British to China was taken place in Hong Kong Convention and Exhibition Center on July 1997. 
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The photo business at the centre was not allowed at first. It became a licensed 
practice only when the government became aware of the need of mainland tourists, 
Mr. Ma the photographer said. The presence of photo stalls is therefore evidence of 
the increasing gaze of mainland tourists upon Hong Kong after 1997，and their 
physical proximity with us. On the other hand, since the tourist gaze is always 
“directed to features of landscape and townscape which separate them off from 
everyday experience" (Urry, 1990:3)，bringing out the skyscrapers over the Victoria 
Harbour into view through photography e lucidates the ‘ extraordinariness‘ of Hong 
Kong from other places in China. Hence, the physical proximity and imaginary 
distance between the contradictory but united spaces of Hong Kong and mainland is 
subtly illustrated by the photography practice of mainland tourists at the waterfront 
of the Cultural Centre. To borrow Urry's (2000: 390) words, the photographic 
practices reinforce the dominance of the visual gaze offered by the magnificent 
skyline, thus the visual gaze of Hong Kong is presented. 
The ambiguity created by the simultaneous proximity and distance between mainland 
and Hong Kong is represented in an alternate way via the differentiated and 
de-differentiated bodies of the mainland tourists. Instead of dressing in casual 
leisure wear, mainland tourists always wear shirts, trousers and leather shoes or any 
decent wears, resembling the formal dress code inside the serious cultural space of 
the Cultural Centre. In addition, they pose tensely and neatly rather than relaxingly 
when they have photos taken. Moreover, they are concerned with the background 
as much as their appearance. Once I saw two middle-aged men asking the 
photographer for a comb and a mirror to check their appearance. Another time I saw 
a girl of about ten, who had made herself Miss Hong Kong Pageant. Wearing a Miss 
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Hong Kong Pageant crown with twinkling colour lights on the head and holding a 
sceptre in her right hand, she showed a confident and satisfactory expression. What 
added to her pleasure was an M & M chocolate box in yellow held in her left hand. 
After the photo had been taken, she put the chocolate box back in to her pocket 
immediately as if it was very valuable. She also asked her mother to switch off the 
light of the crown for her as if she was afraid that it would no longer shine when she 
continued her ‘parade，. The photographer showed the pictures to the family and 
praised the girl for being as beautiful as Miss Hong Kong Pageant, and her smile 
burst into delightful laughter at once. The 'props' of M&M chocolate box, the 
crown and sceptre all helped the girl to create a successful front stage presentation of 
a fashionable metropolitan girl. This minor story, together with the dress code and 
photography performance of other mainlanders, reveal self-image manipulation as a 
vision of tourism; whilst the self-awareness and self-presentation of mainland 
tourists to be neat, tidy, fashion, modem and like Hong Kong people reveals their 
wish not to be differentiating their bodies from Hong Kong people, the 
representational b odies of m odem b odies. And t he d e-differentiation practices o f 
mainland tourists constitute, shape and create the very space of Hong Kong. 
The modem character of Hong Kong is also represented through the inscription of 
professionalism into the photography practice. The stalls have to be subject to 
checks by the Cultural Centre on a regular basis regarding the quality of their 
equipments as well as the photo in order to get a licence. The license system 
ensures that not only quality photos are produced, but also a sense of professionalism, 
a feature of Hong Kong people which echoes the spirit inscribed in the space of the 
Cultural Centre with the first class performances staging inside. In fact, Mr. Ma 
said, “in order to meet the requirement of the Cultural Centre, we keep investing in 
180 
隱 tools:，Hence, every photo stall is well equipped with the latest digital 
technology of high-resolution digital cameras, portable computers and printers. 
Through the manipulation of the practices and standard of practices, even like the 
photo business, the institution of the Cultural Centre is always able to enshrine the 
space a civilized space in coherence with the logic of the space as ‘civility，. 
To sum up, the changing cultural landscape outside the Cultural Centre brought about 
by the gaze of Mainland tourists and the consequent emergence of photographic 
stalls signifies that mainland tourists are vital components o f thec i ty spectacle of 
Hong Kong, whereas the maintenance of the spectacle is dependent heavily on a 
strategic manipulation of tensions between integration and disintegration, since the 
tensions symbolise a negotiable spatial order which is also a negotiable power 
relationship. Possibility of negotiation thus provides the necessary condition to 
resist the 'disappearance' and enable the 'reappearance' of Hong Kong. 
V 
City Spectacle, Spatial Order and Power Negotiation 
Space is imbued with power relations. Whilst the spatial order of Hong Kong 
Cultural Centre explicated from the distinguished interior and exterior bodyspaces 
underpins the power relation between the dominant class of elite and the 
subordinated class of grassroots and 'deviants' (Chapter 5)，the Cultural Centre as a 
cultural icon of Hong Kong marks an order of itself in relation to other cities and 
especially to the cities in mainland China. Inscribed inside the identity 
representational cultural programs and outside the ‘urban festivals', Hong Kong 
Cultural Centre is a site for cultural tourism and leisure tourism, a representational 
space of Hong Kong's re-imaging as an 'Event capital of Asia', and hence an icon of 
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Hong Kong as a spectacle. Tourists gaze at the events, and also gaze at the 
symbolic images signified by these events 一 the vibrancy and energy of urban 
cultures, the livability of a place, and the diversities of lifestyle. As the slogan of 
HKTB continued to spearhead in its promotional campaigns of events, 'City of Life: 
Hong Kong is it!' 
Gaze marks a distance between the subject and the object of gaze. Hong Kong has 
been the premiere destination of tourists in Asia. The attraction it offers to Asian 
tourists helps to establish Hong Kong as 'Asia's world city'. Meanwhile, the major 
sector of tourists in Hong Kong - the mainland tourists which accounts for 41.2% of 
total visitors arrivals, help to resurrect the disappearing Hong Kong identity, since 
their presence in Hong Kong provides evidence that distance between us and them 
still exists, despite the fact that Hong Kong is now part of China, whereas the 
distance continues to constitute a boundary that sustains our localised identity. The 
gaze of mainland tourists at the Cultural Centre though is not directed to the building 
itself，but its stunning backdrop of the skyscrapers along the Victoria Harbour, 
symbolising a spatial order between Hong Kong and other cities. Once, after the 
fireworks display on National Day a mainland tourist from Jiangxi said: 
“购 come to Hong Kong because it is now part of China. We want to 
start some business here. We want to learn from Hong Kong, It is the 
centre here. Hong Kong is an international financial centre. You can 
make a living as long as you are smart. Its the first time we come to 
Hong Kong to have a better knowledge about it.“ 
I said Shanghai is also an international financial centre now. But the man opposed: 
"Shanghai may be better than Hong Kong in a few years. Yet at present 
182 
state it is still worse than Hong Kong.“ 
This man did not know the name of the building in front of him was Hong Kong 
Cultural Centre. This usually happens. The reason for the overlook of Hong 
Kong Cultural Centre by mainlanders can be illustrated by the assertion of a Beijing 
tourist: 
"Hong Kong is not a cultural centre. Hong Kong is a cultural desert. It 
is Beijing where owns thousands years of China culture the real cultural 
centre. It is only a financial centre. ” 
A complicated and paradoxical spatial order between Hong Kong thus is produced by 
the mainland tourists' spatial practices at the Cultural Centre and their discourse on it. 
On the one hand, whilst the Cultural Centre was built to transform Hong Kong from 
a cultural desert to a civilized place in the colonial era (Ooi, 1996)，the absence of 
gaze from mainlanders has challenged the produced space and meaning of the place. 
Therefore, culturally Hong Kong is situated in a peripheral position in relation to the 
orthodox Chinese culture. Nevertheless, on the other hand, the viewing of events, 
the photographic practice, in short, the consumption of the city spectacle at the 
Cultural Centre activates the discourse of Hong Kong as a financial centre and the 
spatial order of Hong Kong as a centre of urban culture. Hence, there is a 
contestation of power between the mainland ‘cultural centre，and Hong Kong the 
‘urban culture' centre, whereas the contestation evinces the need of Hong Kong to 
maintain itself a city spectacle to produce power for identity negotiation. In other 
words, it is of utmost importance for Hong Kong to maintain its bustling 
cosmopolitan outlook and its character as a both Chinese and international city, 
which is, its distinctive identity to uphold its strength in the Chinese-speaking circle, 
Asian Circle and the global circle. 
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Fig. 6.1 The Photo Stall at the piazza of Cultural Centre 
撫 
Fig. 6.2 Mainland Tourist watching a Funs and Crafts Fair programme 
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Ch.7 
Conclusion: Politics of Play and Body-City 
Drawing on the analysis of the previous chapters, this chapter aims to reflect on 
the major problematic how leisure bodies can negotiate with the institutional or 
political power in leisure spaces so as to generate the dialectics between the 
structure and the agency? The reflection will start with a confirmation on the 
importance of play again. Secondly, a brief summary on the body-space 
relationship in both the phallocratic and embryonic bodyspace will be given. 
After that I will reiterate their relationship as reinforcement of the order of civility. 
Based on these conclusions and threading the relationships of body and city into 
them, I will argue there is an intricate relationship between creative city and active 
citizenship, and hence play shall be resurrected as the politics of city. Finally, I 
will highlight with some examples the point that play shall not only be deployed 
by the city as politics, but by the social actors as their life politics as well. It is 
believed that a city and an actor in play is the clue to render the dialectic between 
structure and agency, and in essence, a ‘We- society,. 
185 
Ch.7 
• •. space is not only the space of ‘no,, it is also the space of the body, and hence the 
space of 'yesof the affirmation of life, 
(Lefebvre, 1991b: 201) 
I 
Play as Tactic 
Victor Turner (1987) has discerned that "liminality" inherent in play engineers the 
dialectics of the structure of society, for liminality is “processual”，"transformative", 
"anti" and destabilizing in nature. Hence, play allows the society to: 
“move from structure to anti-structure and back again to transformed structure; 
from hierarchy to equality; from indicative mood to subjunctive mood; from 
unity to multiplicity, from the person to the individual, from systems of status 
roles to communitas, the I-thou relationship and Bubers 'essential We' as 
against society regard as 'It ’. 
(Turner, 1987: 127-8) 
Similar to the idea of liminality, "festivity" is what Lefebvre (1991b) identifies as a 
fundamental character of leisure. Festivity sanctions players to obtain authentic 
pleasure and lived experience of revolutionary passions. It re-creates individual 
body as well as the entire society. However, contra to traditional societies where 
festivity and daily lives are linked, leisure is colonised by the bourgeois in modem 
times and hence results in a rupture between the quotidian and festivity, which 
Lefebvre terms as the 'colonisation of everyday life'. If ‘festivity’ and ‘liminality’ 
are both intriguing elements in rendering both the dialectics of the society/structure 
and the individuals as active actors/agency in the constitution of a We-society, the 
bourgeoisfication of leisure is therefore a hindrance rather than a chemotaxis for a 
truly vibrant city that respects its citizens' right to the city (Lefebvre, 1996) on the 
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one hand and creates itself a productive "culture capital" which Zukin (1995) 
believes to be the inevitable trend for a city to seek survival nowadays on the other 
hand. Against this background, illustrated with the case of Hong Kong Cultural 
Centre and examining the body and space configuration in this leisure and culture 
place，this research argues that leisure is being institutionalised, hierarchised and 
rationalised to produce an order of civility instead of a mere reproduction of class 
relationship as generally recognized in the high/low differentiation of culture. The 
order helps to secure the interest of the ruling class as well as create a modernised 
image for our city. In other words, body and city constitute and mirror each other. 
Moreover, this study also scrutinises the interactions between body and space and 
traces how they contest to produce the different prototypes of bodyspaces, namely 
phallocratic bodyspace and embryonic bodyspace. Bodyspace rather than social 
space or body-space is deployed in this thesis to emphasise body as an active agent 
of change instead of a mere reiteration of the duality between the two separated yet 
inextricably bound entities. In addition, it highlights corporeality of body is as 
important as discourse in the 'construction of reality'. The fact that physical leisure 
body can either produce new space in the embryonic bodyspace or be used to 
reproduce existing space in the phallocratic space demonstrates not only the notion 
that play is political but also that it is embedded in both (leisure) body and leisure 
space, echoing the pursuits of theorists like Victor Turner (1987), Chris Rojek (1995, 
2000)，Richard Schnecher (1993) and Henri Lefebvre (1991a). I urge for a 
reintroduction of festivity into practices of everyday life and the resumption of play 




Phallocratic and Embryonic Bodyspaces 
Bodyspace, as social space defined by Lefebvre, can be analytically divided into 
spatial practices, representations of space (discourse) and representational spaces 
(symbolism). However, instead of following Lefebvre's analytical plane of dividing 
the body mode into perceived, conceived and lived body with each of them 
corresponding to one dimension of the spatial plane, I took lived body as the 
analytical subject in this study. Lived body, in different to the spatial plane, has 
always to be a total body that lives as it perceives and conceives whilst at the same 
time represents itself as a symbolism of the space. While representing the space, the 
lived body envisions its power contest with the space it represented and being 
'overdetermined' (Althusser, 1971). 
Illustrated with the docile lived body in Hong Kong Cultural Centre, where the 
practices staged are mainly serious, formal, professional cultural performances, the 
discourse of the place is as an elite milieu as conveyed by the intellectual art critics 
in restricted media channels and the representational space of it as a ‘cultural palace' 
as connoted by the sumptuous architectural design, I termed a space where body is 
subsumed under power produced by the interacting forces of the space a phallocratic 
bodyspace. It represents the triumph of power of institution over that of actors, 
since all planes of the space are manipulated by various institutions (media 
institution, government institution, etc.) which act as a whole to reinforce the 
hegemony of the elites and ruling class. Body in consequence can only act in 
accordance with the strict regulations superimposed by the institution as civilised, 
mannered, disciplined and constraining body. Marked out of the dirty, repulsive, 
noisy, contaminating, emotional body, the element of festivity is vacated and the 
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liminality of body is suppressed in this space. The body therefore is always 'effect 
of discourse' reproducing the hegemony of the ruling class and consolidating the 
existing structure. A phallocratic bodyspace thus is a space of ‘no，，a space where 
(leisure) body is deprived of its potential of transgression of order and hence its 
re-creativity on the space and body leisure allowed. In sum, this phallocratic 
bodyspace resembles what Lefebvre (1991b) calls “the dominated space，，of which 
he identifies as "close, sterile and emptied out，，. It is a bodyspace of homogeneity 
which prohibits change and hence a dialectical movement between the structure 
(represents by the monolithic spatial plane) and agency (represents by individual 
body). 
Contrary to the authoritative bodyspace of the interior, the exterior of Cultural Centre 
which encompasses varieties of practices from casual stroll, street performances, 
subculture activities such as hip-hop dancing, skateboarding, biking to festival 
celebration and event spectating is an exemplary case of embryonic bodyspace. In 
difference from phallocratic bodyspace, the autonomous lived bodies, best illustrated 
by the playful and sometimes repellent bodies of the cosplayers, the street kids and 
festival revellers who play outside the Cultural Centre, possess more power to 
negotiate or resist the official representation of space and the representational space 
in the embryonic bodyspace. More concretely speaking, from a micro perspective, 
actors manage to create a ‘new’ self through various forms of body manipulation, 
whereas from the macro perspective the communitas/ 'leisure societies' (such as the 
para-para society, the Chinese Men Band, the community between Fusion and their 
fans) generated by the corporeal as well as ethos interactions of the autonomous 
bodies occasionally destabilise and transform the existing structure of the society. 
Doubtlessly such transgression of order is best revealed during festival celebrations 
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when the ambience of festivity or camivalesque is filled in the air with the frenzied 
acts of the grotesque bodies. Embodied with immense possibilities created by the 
bodies，this space is a contested space yet heterogeneous, pluralistic, multifarious and 
overlapping. An embryonic space thus is a play-ground wherein the core element 
of liminality inherent in play is activated to the greatest extent. Truly, changes are 
sometimes ephemeral (such as those changes occurring during most festivals), but 
there are also transformations which have long-term and substantial effects on both 
body and space. For instance the exterior of Cultural Centre become a favourable site 
for anonymous and subculture performers to perform and create communities, while 
their presence in turn re-created the space as a diversified cultural space rather than a 
mere monotonous leisure space for individual recreation. In short, embryonic 
bodyspace is a space of 'yes', since body and space are both liminal and the 
liminality provides the basis for the dialectic of structure and agency, thus for a 
dynamic ‘We-society，to be created. 
Ill 
Leisure Relations 
Bodyspace "implies, contains, and dissimulates social relationships，，，since the order 
of the body prefigures the layers of social space and their interconnections (Lefebvre, 
1991b: 82, 405). The mapping of ordered phallocratic bodyspace at the centre and 
the disordered embryonic bodyspace at Hong Kong Cultural Centre implies the logic 
of civility. It contains a cultural hierarchy between formal culture, pop culture and 
subculture and dissimulates a leisure class relationships of elite, ordinary grassroots 
and deviants marked by the possession of different leisure capitals. Signified by the 
non-transparent facade of the building, the interior and the exterior world are not 
permeable, meaning that boundaries between different cultures are quite rigid. The 
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co-existence of contradictory bodyspaces in a single space is just a reinforcement of 
the centrality of the elites who manipulate not only the centre, but also the spatial 
configuration of entire space, as they are always core members of the bureaucratic 
institutions. In reality, institutions such as the police, the judiciary and the media 
always put an eye on the embryonic bodyspace so as to ensure the liminality of play 
will not threaten the existing order. Consequently, the leisure space as a 
‘counter-space，is only an illusion. Paraphrasing Lefebvre (1991b: 59)，the truth of 
this leisure space is that all these seemingly non-productive leisure space and body 
are planned with the greatest care: centralised, organised, hierarchical, symbolised 
and programmed to the nth degree; it serves the interest of the authorities. 
IV 
Creative City and Active Citizenship 
Grosz (1995) remarks, body and city constitute, 'cobuild' and mutually define each 
other. The logic of c ivility embedded in the spatial configuration of the Cultural 
Centre that rank an order upon disciplined and liberated body helps to establish the 
civilised image of Hong Kong. The question is, whether the logic of civility is 
constructive to the members of a society and the city as a whole in present days? 
Or in fact, as Zukin (2001) discerned in the seminar "Cultures of World Cities" 
organized by the HKSAR government that incivility is vital for the production of a 
world city, she remarked in the end of her speech: 
"Finally, I might point out that in New York City, the civil society of a world city 
is often very uncivil The city is dirty, the city is often chaotic - I'm sure it is 
much more chaotic than Hong Kong in many ways - but even more than that, 
civil society in the United States, and especially in New York City, is often an 
oppositional sort of culture in which people frankly speak of their differences 
and openly speak of their struggles. I would suggest that world cities 
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remember this - that a civil society is often uncivil But perhaps that is the 
secret of the eternal life of a world city.“ 
Hong Kong has strived to be the Asia's world city and a major city in China. In 
order to present Hong Kong as a world city, it organises many spectacular events to 
promote the city as a truly spectacle. Many of these events are staged either inside 
the Cultural Centre (Hong Kong Arts Festival’ Hong Kong International Film 
Festival), some of them are presented in the piazza outside {The Cathay Chinese New 
Year International Night Parade, Aqua Fantasia), and some of them even used the 
skyline as the stage and the waterfront promenade at the Cultural Centre as the 
audience platform {A Symphony of Lights, the International Fireworks Competition). 
The former group focuses on the development of cultural activities and the latter two 
sets pivots for the construction of spectacles in the waterfront as festival marketplace 
for consumption and entertainment. 
Truly, these spectacular events did help to attract massive tourists gaze from the 
world and especially from mainland to Hong Kong. The very corporeal presence of 
mainland tourists even constitutes part of the city spectacle of Hong Kong. 
However, it is doubtful whether these spectacular but “pseudo events" (Urry, 1990) 
are prevailing enough to present Hong Kong a world city. Harvey (1987:13) has 
noted, increasingly e very town and city has "to appear as an innovative, exciting, 
creative and safe place to live, play and consume. Spectacle and display became the 
symbols of [a] dynamic community" (cited in Urry 1990: 39). In other words, the 
spectacle constitutes what Zukin (2001) calls the ‘urban imaginary' of a place. Yet 
it is also worthy to note that being innovative, creative and exciting are more 
fundamental to the constitution of the urban imaginary of a world city. As Zukin, 
follows Hall (1998), points out that cultural creativity is key to the definition of a 
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world city. That is why the notion of 'creative city，has become a principal strategy 
deployed by many cities to mark their places symbolically as 'different' so as to 
enhance their competitiveness; and more and more emphasis is being placed on 
creative arts and cultural industries (Stevenson 2003b). 
A creative city, however, is not a city of simulacrum - a city that copies the images of 
another world city without encapsulating its indigenous character and cultural 
identity. Rather, as Stevenson (2003 a, b) notes, a creative city is a city that 
promises ‘authenticity，and emphasises local cultural identity, which is created and 
re-created by active local participation instead of via ‘pseudo-events’ that produce 
‘sameness’，foster middle-class consumption and leisure activities, and fail to 
develop the cultural infrastructure of the entire city. Neither can cultural identity nor 
a distinctive urban imaginary be established through merely branding and the 
deliberate e fforts by the govemment, business and the media (Zukin, 2001), since 
after all, culture ‘is what counts as culture for those who participate in it，(Mercer 
1991b: 5). The stage for cultural identity thus is the site of everyday life of the 
inhabitants, but not tourists. As Zukin (2001) writes, “ the urban imaginary is made 
up of ordinary people walking in the streets, ordinary people talking, wearing clothes, 
cooking food, and developing the sense of excitement that we find in world cities." 
It is in the mundane life that people invest place with social and cultural meaning. 
Hence, a creative city requires ‘active citizenship，(Mercer 1991) to participate, as 
citizens are the people who live out a place's cultural identity. The embryonic 
bodyspace shall therefore be envisaged with great importance, since this is a space of 
'yes', enabled by the liminality inherent in play and enlivened by the active 
participations of bodies. An embryonic bodyspace is dirty, disordered, vulgar, 
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uncivil，compared with the phallocratic bodyspace that is sterile, ordered, decent and 
emptied out, yet an embryonic bodyspace is also a space of dialectics and creativity, 
of perpetual innovation and spontaneous re-creation. Moreover, it is a site for 
community identity cultivation and democratic cultural expression, since it is a 
milieu that entails a diversity of cultural activities, which involve not only 'high' 
culture, but popular culture and subculture. In short, an embryonic bodyspace is a 
space exhibiting the practice of cultural democracy, which means the legitimacy of 
all forms of cultural activity, whether they are high culture, popular culture or 
subculture, is asserted; prejudices on different culture are overcome; the 
communications between different sectors of the society are sufficiently channelled 
and the cultural rights of people from different classes, gender and ethnicity are fairly 
treated. 
In this vision, it implies that the logic of civility, where ‘civil’ and ‘uncivil’ is sharply 
defined and distinguished by the rigid boundary between the phallocratic bodyspace 
and the embryonic bodyspace, is not necessarily constructive for a city that thrives to 
become a world city and a creative city. Rather, a strategic policy of cultural 
democracy is more central to foster a vibrant culture that can contribute to the 
‘symbolic economy' of a city and make it an authentic ‘culture capital' (Zukin 1995, 
2001). In reality, a local cultural critic Benjamin Lee has also expressed similar 
view in the research on the cultural policy of Hong Kong a few years ago. Lee (1993: 
45) discerns, 
Cultural democracy is more important than political democracy since it provides 
the conditions for the successful functioning of the latter. In this vision, 
culture is not restricted to highbrow cultural production and consumption 
through festivals, prizes, etc., but a terrain in which issues surrounding identity 
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formation and the articulation of pressing social needs and problems are brought 
into public consciousness. 
A real example of a creative city which draws the less 'civil' subculture and popular 
culture as valuable assets is London. Mr. Charles Landry, in his presentation of 
"London as a Creative City" in the (Culture of World Cities' seminar organized by 
the HKSAR government in 2001 has said: 
An array of studies on London has shown that London is a city of world status 
in cultural terms. It has a diversified, sophisticated and internationally oriented 
cultural industries structure that nurtures and supports a wealth of local and 
International artistic activity both commercial, subsidised and voluntary. 
Importantly this hive of activity creates the buzz, vibrancy and sub-cultures that 
makes London attractive and contributes to its standing as a world city 
economically, socially and culturally. (Landry 2001) 
Landry noted, moving from a high blame culture to a low blame culture is one of the 
typical characteristics of creative cities. The development of creative industries 
therefore, shall not be confined to the narrow scope of understanding culture as 
artistic practices. 
The promotion of art and culture as well as the creative industry has been identified 
as a key agenda for the long-term development of Hong Kong as Asia's world cityl. 
However, as this study has shown, even our leisure space is highly institutionalised 
with lots of restrictions imposed on the consumption of space to preserve the space 
as a space of civility. ‘Sub-culture’ activities such as biking, skateboard and 
hip-hop dancing are prohibited; pop cultural activities like the Para-Para dancing 
have been forced to disappear from the place because of the high rental fee charged 
1 Please see "Bringing the Vision to Life -Hong Kong's Long Term Development Needs and Goals" 
(2000) (http://www.info. gov.hk/cpu/english/evision.pdf) 
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by the Centre; the street-performance of the Chinese Men Band is discouraged 
instead of being encouraged by the expensive application fee for a license to use a 
microphone in public spaces, and even festival dancing and playing of the drum of 
the Pakistani revellers has been stopped by the police. In addition, the crowd 
control policy implanted at Cultural Centre last Christmas Eve has deterred 
community gathering. The result of the institutionalisation of this 'embryonic 
bodyspace，is certainly detrimental rather than constructive to the emergence of a 
vibrant art and cultural scene. Meanwhile, many of these restrictions are actually 
infringing on the cultural rights of the citizens and their ‘right to the city' (Lefebvre, 
1996), thus discouraging their civic pride, which in turn hinders the fostering of 
active citizenship, the realisation of a civil society and eventually the long-term 
development of culture of a place. 
The Hong Kong government always places tourists，rights and desires with a high 
priority to those of its citizens. For instance, two-third of the tickets for the Cathay 
Pacific International Chinese New Year Night Parade were reserved for tourists and 
left only one thousand for local residents. The blocking of the piazza of the 
Cultural Centre for the event was not effectively made known to the citizens of Hong 
Kong. As a result, many people could not get a good view for the event even 
though they had waited all afternoon. This is obviously a cultural activity that 
proceeds at the expense and rights of its own citizens. Moreover, to maintain the 
attraction of Avenue of Stars to tourists, the management company had decided to let 
some non-professional bands and hip hop groups perform there every Saturday 
weekend evening from 6pm to 10:30pm without charging them a rental fee. In 
addition, the management company is still looking for more skateboarders, roller 
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skaters and other performers to go there to perform^. Instead of respecting the 
cultural rights of local people, the measure is using the citizens as a means to 
generate wealth for the city. Yet culture or cultural identity should be envisioned as 
both a means and ends. Doubtlessly culture can generate wealth, but a wealth 
generative culture is a culture with an indigenous character or a distinctive cultural 
identity, which in turn is built upon the everyday life of its inhabitants. Not treating 
culture in its own right is not treating the citizens in their own right; hence regarding 
the society as ‘It, rather than the 'essential We' with individuals being treated as 
active agents to engender dynamics for the structure and the entire society. An ‘It， 
society is made up of phallocratic bodyspace which produces homogeneity. Only a 
"We" society enables the pluralistic, diversified, heterogeneous and dynamic 
embryonic bodyspace to create and re-create each other on a mutual basis. 
Despite the fact that more ‘popular，and local cultural programmes have been 
introduced and presented inside the Cultural Centre, the restricted channels of 
information disseminated make the place remain an enclosed place for the elite. In 
addition to the demarcated channels, the elitist discourse on ‘high’ culture and the 
negative discourses on subculture activities at cultural centres and the labelling of 
subculture actors there as deviants further enlarge the chasm between 'high' and 
'low' culture. In consequence, 'culture' continues to be interpreted under the 
narrow understanding of culture as 'art', and Hong Kong Cultural Centre remains a 
space producing ideology and social relations that favour the privileged and ruling 
class. 
2 Please see "Hip Pop舞展Band友獻藝默劇表演星光大道引入街頭文化"Yahoo News, 22 June 2004， 
http://hk.news.yahoo.eom/040621/197/lldcs.html 
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All the above instances on the production and consumption of space at the Cultural 
Centre demonstrate that, despite creative industry the promotion of art and culture 
are being identified as key to developing Hong Kong as Asia's world city. The 
institutionalisation of leisure, the inversion of the position between citizens and 
tourists from the promotion of an ‘It’ instead of a ‘We，society, and the impermeable 
boundaries between the interior and the exterior in total evince the narrow vision of 
our officials on the concept of culture and the implementation of creative industry. 
As Danny Yung (2003)，a renowned cultural worker in Hong Kong has said in the 
opening speech of “Creative Industries, Creative Hong Kong，，seminar held in 
September 2003: 
“The fundamental concept of the creative industry is to foster collaboration by 
"crossing boundaries". By crossing boundaries, it would be possible to 
promote cultural development, economic development and by promoting 
creativity across the whole community, ultimately further creativity in 
reforming the social institutions. 
The key word in Yung's speech is "crossing boundaries". Crossing boundaries 
implies the practice of cultural democracy, the legitimacy of all forms of culture, the 
assertion of active citizenship - all are qualities and conditions for a world city. 
Without breaking the boundaries and removing the walls that separate different 
classes and culture, creative city or creative industries remain PR rhetoric. 
“Hong Kong is non-stop playground.” This is the title of one of the promotional 
videos produced by the Tourism Board to sell Hong K o n g . 3. But what is a 
playground? Is this Hong Kong playground only a city of simulacrum, building 
3 The video can be viewed in the website of the Hong Kong Tourism Board: 
http://www.discoverhongkongxom/eng/interactive/video/indexjhtml 
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upon the construction of Disneyland and Avenue of Stars, the staging of spectacular 
events, and the organisation of art festivals and carnivals? Or rather, this 
playground is a playground of creativity, of pleasure, of festivity filled in every 
moment by the ebullient everyday life? A playground, guaranteed by the liminality 
of play, is a space of possibilities, of chances and of hopes. Moreover, a playground, 
encouraging interactions of all kinds, fosters community identity. Rather than using 
‘Hong Kong as a non-stop playground，as a promotional slogan, it should be used as 
the politics of our city in making our place ever dynamic and creative. Lefebvre 
(1984: 135) discerns, 'city as play’ facilitates a real transformation of urban space 
and the lived space, where everyday life would become a creation of which each 
citizen and each community would be capable'. I think it is best to conclude the 
difference between an artificial playground and ‘city as play，as the politics of a city 
with Lefebve's following words: 
“play and form will be given their former significance, a chance to realize their 
possibilities; urban society involves this tendency towards the revival of the 
Festival, and, paradoxically enough, such a revival leads to a revival of 
experience values, the experience of place and time, giving them priority over 
trade value. Urban society is not opposed to mass media, social intercourse, 
communication, intimations, but only to creative activity being turned into 
passivity, into the detached, vacant stare, into the consumption of shows and 
signs; it postulates an intensification of material and non-material exchange 
where quality is substituted for quantity, and endows the medium of 
communication with content and substance. (1984: 190-1) 
To turn the city into a ‘city of play' means the decolonisation of everyday life. 
Against this premise, in the case of the Cultural Centre, leisure shall be 
de-institutionalised, with the boundaries between the culture and the classes 
associated with the spatial demarcation of the interior and exterior made more fluid 
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and porous, with the cultural rights of different citizens shall be respected and 
acknowledged. Disorder may appear, yet only through disorder can a new order be 
created under the logic of dialectics of destroying-creating. 
V 
Play as Life Politics 
Play as a politics is not only applicable to the city. It can be the politics for social 
actors, in other words, to deploy play as life politics. Deploying play as life politics 
is to recognise the contingency and liminality of many things in the world, including 
the life course of the individual, the structure of society and the social relations 
within it, thus are transformable (Bauman 1992, Rojek 1995). Richard Schnecher 
(1993) conceives the essence of 'playing' as maya-lila - Sanskrit terms for illusion 
and play. On this term Schechner writes: 
Thus maya-lila generates a plentitude of performances: interpenetrating, 
transformable, nonexclusive, porous realities. All of these play worlds are that 
slippery ground of contingent being and experience. That is, from the Indian 
perspective, playing is what the universe consists of. To be "at play” is to 
recognize all relationships are provisional. ...The only realities that can be 
experienced - personally, socially, scientifically, philosophically - are the 
interpenetrating, transformable, non-exclusive, porous, multiple realities of 
maya-lila. The Indian tradition of maya-lila rejects Western systems of rigid, 
impermeable frames, unambiguous metacommunications, and rules inscribing 
hierarchical arrangements of reality, (p.34, my italics added) 
Play creates provisionality, liminality, slipperiness, porosity and contingency. But 
all these changes created by play must be accomplished through body-in-action. To 
quote Schnecher again: 
But each form needs to play dangerously with the body, to deconstruct and 
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reconstruct it according to its own plan of action. The body is deconstructed -
opened, made provisional, uncreated, enters Brahma's night - so that it can be 
re-created according to plan. 
The activity of 'cosplay' is an exemplary case of how a transformable self and 
desirable identities can be created through a simple manipulation of the body. 
Cosplayers show bodies, like spaces, are equally unfixed, transitive, re-creatable, and 
re-constitutive. More importantly, the simple activity of cosplay proves that body 
can destabilise and even produce discourses rather than exist as effect of discourse 
only. The importance of this is to refute the discourse determinism inherent in 
Foucault's theory; legitimising body as an authentic effective carrier of power and as 
a weapon capable of resistance. It is also under this premise that Lefebvre's belief 
in the body as the cause of a space of ‘yes，can be realised. 
Changes produced by liminal body can be mild or tremendous. It depends on how 
reflexive or how conscious the agency is aware of the contingency of the power 
relations; in other words, how far they use the liminal body as a strategy to 
emancipate from false consciousness. The more reflexive one is, the greater the 
changes can be produced, whereas the changes can even have a social impact. 
Members of Fusions, the street band, who were bom in middle class families and 
used to leam and play classical music, play usually popular music and sometime 
fused music outside the Cultural Centre whilst still going to classical concerts. 
Unlike some upper and middle class who denounce popular music as vulgar, and 
unlike Jaromil a clarinet player of the Youth Symphony Band who showed contempt 
for street performances, Fusion members believe that all kinds of music possess their 
distinctive appreciation values, and that street performances are not a shame since 
"great musicians can be great anytime, anywhere". Hence they become spatial 
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warriors, nomads / ‘flanerie，4 who can stray in every comer of the Cultural Centre. 
Being ‘elite class’，their presence at the exterior of the centre where the grassroots 
gather and play helps to diffuse the boundaries of inside/outside, elite class and the 
ordinary. Undoubtedly, as I have argued in Chapter 5，spatial mobility is not merely 
a matter of personal choices and a consequence of reflexivity. The amount and 
quality of leisure capital one possesses also exerts strong influence on one's mobility 
in the field of leisure. Therefore, it seems not so extraordinary for Fusions, who 
possess high and diversified leisure capital, to cross boundaries in the field. 
However, it is neither easy for people in the higher hierarchy to accept and 
participate proactively in the ‘culture of lower class'. Although the ‘trans-border’ 
practices of Fusions may produce slight changes on the space of the Cultural Centre 
in the surface, their acts indeed are challenges to the ideology of the differentiation of 
classics/ pop music as a high/low distinction and class distinction. One can argue 
that following the 'traditions' inherent in the place, i.e., practice ‘high, culture inside 
the centre and ‘low’ culture outside, they are actually reproducing the ideology of 
high/low distinction. Yet I would suggest that their minor acts are critical in the 
process of the long revolution to the breaking of ideology. At least, their presence 
in the 'vulgar' space contributes to the weakening of the elite/grassroots class 
homology embedded in the lived space of the Cultural Centre, as well as fostering 
unscripted encounters. As Lefebvre writes, ‘a social transformation, to be truly 
revolutionary in character, must manifest a creative capacity in its effects on daily 
life, on language and on space 一 though its impact need not occur at the same rate, or 
with equal force, in each of these areas' (1991a: 54). Little by little, seemingly 
4 Citing Stevenson, ""Flaneur" is a term popularized by the Marxist cultural critic Walter 
Benjamin.The flaneur was a literary construction of the nineteenth century who, according to 
Benjamin, passed his time strolling the arcades of Paris unearthing, the myths and the collective 
dreams of modernity. Flanerie is a way of reading urban texts, a methodology of uncovering social 
meanings embedded in the fabric of the city"(2003: 142) 
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insignificant acts are forces to actualise a dialectic structure and create a dynamic 
society in the long run. 
At the Cultural Centre, a series of more ‘oppositional，play was staged by a group of 
artists, led by Leung Po Shan, a renowned local artist in Hong Kong. Since 1999, 
Leung and other artists have given a ‘performance，at the sculpture, ‘‘Flying 
Frenchman”, in the piazza outside the Hong Kong Cultural Centre around June 
the memorial day of Tianeman bloodshed. What Leung and others did was actually 
just to place some flowers at the base of the sculpture. Despite the simplicity of this 
flower ceremony, this performing art in fact is very subversive in the sense that it 
turns an ordinary leisure space into a ‘street theatre' that symbolises a power struggle 
between the authority and the people. 
The aim of the performance is to challenge the scripted interpretation of the statue by 
the colonial government. According to Leung, the name of the statue should be 
Freedom Fighter instead of the Flying Frenchman. Leung said: 
“The statue was a donation from the Cartier Foundation in France to the Urban 
Council in 1992. The figure of the statue is very revolutionary and heroic. It is 
a monument al scale, too. The reference is France likes to give gifts 
concerning with the subject matter of liberty to others. Hence, no matter 
viewed from the perspective of the statue's performing figure, or from the point 
of timing, it's highly probable that the statue is addressing the June incident. 
Even though it does not particularly addressing that issue, it embodies the 
artist s (Cesar) personal bless to the democratic development of China or Hong 
Kong. In addition, the status if failed, that is, half of the wing is absent. 
Therefore a story circulates in the artists ‘ circle: the original name of the statue 
is not called Flying Frenchman. What relationships are there between this 
name with me?“ 
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The objective of the flower ceremony is to unveil the partially veiled meaning of the 
statue to the public. According to David Clarke (2001)，the statue was begun at 
around the opening of the Cultural Centre in November 1989, a few months after the 
Tianeman slaughter. The work was finished in 1991. The timing suggests that the 
statue was to respond to the events in Beijing and their reverberations in Hong Kong. 
Secondly, the sculpture as a gift from the Cartier Foundation in France is reminiscent 
of another more famous French sculptural gift, the Statue of Liberty in New York. 
Positioned similarly on waterfront sites next to busy harbours, the shared context 
helps suggest Flying Frenchmen shares a ‘liberty，meaning. In fact, Cesar had 
identified the sculpture as a 'liberty' figure during an interview in a French magazine, 
Porales. These threads, together with the wounded liberty the figure of the 
sculpture reveals, all make the statue an appropriate memorial for 4 June 1989，the 
crackdown and a tangible focus for hopes of greater democracy in both China and 
Hong Kong. 
Against this background was the performance art of Leung Po Shan and her 
accomplices at Flying Frenchman, albeit the simplicity is in contrast in the sense that 
it is a challenge to the official discourse on the statue. To maket it more effective, 
the media was alerted to the performance. In fact, before Leung and other artists 
staged their show, there were already two flowers at the base of the statue and Leung 
suggested that it was because some people had read the press before and come to join 
this ‘street theatre，. Like the riddles stirred by a tiny stone, Leung and the artists' 
performance acted as a trigger for other possible dialogues and the effects may 
sometimes be unexpectedly profound. 
At last year's Mid-Autumn festival, the Hong Kong Alliance in Support of Patriotic 
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Democratic Movements of China (the "Alliance") had organized an 89 democratic 
movement memorial activity next to Flying Frenchman. Not far away from the 
sculpture stood the Goddess of Democracy and Freedom, a figure that borrows some 
of the scale of the Statue of Liberty in New York, and is representative of the student 
movement in Beijing. Besides the goddess a projection screen was placed and 
videos of the Tianeman incident were shown. Some parents were watching the 
videos with their little children and tried to explain the story to them. Though 
fourteen years have already passed, the sorrow associated with the incident still filled 
the air through the familiar and melancholic songs we used to sing during the 
functions in support of the movement. 
In this year's Ching Ming Festival, the Alliance has held another political event 
under the clock tower at the Cultural Centre. A wreath presentation ceremony was 
held to commemorate 28th Anniversary of the April 5 Tianeman Incident as well as 
the 15th anniversary of June 4出.A s written on the web page of the Alliance, "the 
liturgy will be dedicated to those who have sacrificed their lives for democracy in 
China and to express our determination to support the Chinese pro-democracy 
movement." 
Moreover, on June this year, 2004, a group who name themselves ‘the dizzient' 
has organized a music gathering called "Dizzidenza" at the area next to Flying 
Frenchman “to realise an cultural square of the voices of the independent dissents 
and the freedom to action"^. Believing that any voice must be honoured in this 
‘open，space, they refused to apply for permission beforehand; as it is written in the 
5 The quoted sentence is stated in promotional poster of the event. 
205 
promotional mail that: 
[w]e think that a people's square is of the people and for the people, any 
uninvited interruption by any governing parties are un-necessary and is actually 
a repressive act to suppress the people's freedom of expression and action. 
Therefore, this gathering of cultural square will not submit any application nor 
notification to any governing bodies. Thus, the participants might have to face 
and react to interruption by the governing parties. However, since we called 
this gathering a square of the people, the mutual care and support among 
people to face up to and resolve any pressing problem will be of utmost 
importance. 
On that night, an artist pulled out a roll of paper from the statue whilst another one 
wrote the story behind the naming onto it as the paper was being pulled out. Posters 
about the story were also stuck onto the statue. Two girls performed a ritual calling 
for the return of the ghosts who scarified their life in the June incident. Moreover, 
a male artist had used two pieces of steel plates as his wings. Wounded and 
crippled, he crawled with difficulty from one side of the square to “Liberty Fighter”, 
or ‘‘Flying Frenchman”. As the organisers anticipated, their performances were 
disrupted by the security of Cultural Centre. The security tried to put up a railing to 
block the square, but the artists struggled with them. After some confrontation, 
unexpectedly the security gave up and let them continue their 'performances'. 
Minor though the event of this scale was, yet it is still a small victory of people's 
power over the power of the authority. 
All these performances, memorial functions or political rituals of Leung Po Shan, the 
Alliance and the dizzidents have demonstrated that space is always political and 
embedded with power relations. The naming of the statue, Flying Frenchman, and 
the activities of these social actors/activists underpins the power contests between the 
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people and the authorities. The former tries to mask the political implications of the 
statue, whereas the latter strive to unmask the political reading of it. Moreover, 
these instances have also revealed the importance of reflexivity and knowledge as 
powerful weapon of resistance to structure. After all, as Foucault (1980) discerns, 
knowledgeispower. Butmoreimportantly, theknowledgehastobetranscribed 
into actions if real changes can be created. Started by the actions of Leung Po Shan 
and a number of her friends, followed by the Alliance and the dizzidents, the changes 
of social relations and power relations created by individual oppositional acts may be 
influential and powerful in the long run. That is why life politics can also be 
viewed as revolutionary to the structure and I regard reflexive agency is always key 
to accomplish dialectic. 
VI 
Conclusion 
Playing is a creative, destabilizing action that frequently does not declare its 
existence, even less its intentions. ...Maya-lila is not simply a version of "all the 
world ’s a stage ” (a weak metaphor trivializing both art and daily living), but a 
dynamic system with no single fixed center, no still point or absolute referent.“ 
(Schnecher, 1993: 40) 
Playing is the origin of destruction, but also of creation and re-creation. That is 
why play and leisure is fundamental to a fruitful life and to a creative society. 
However, as this study has revealed, modem leisure is always leisure is that 
attainment of freedom, which Marx proclaims as the right of every human being, is 
indeed an illusion. Moreover, as Victor Turner argues, the liminality inherent in 
play contributes to the fostering of the community, a We-society; institutionalisation 
of leisure prevents the We-society from emerging and retains it as an "It-society", 
thus hindering a creative society from coming into existence, for a creative society 
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must be a dynamic one. Therefore, to overcome the problems aroused from the 
institutionalisation of leisure, both city and individual actors reintroduce play as the 
politics. Yet, play as the politics of life and city does not mean that work will be 
abandoned or the city will be disorganised. Rather, it urges for a reintegration of 
festivity and creativity with daily life. As Schechner (1993: 41) says, "Playing is 
mood, an attitude, a force." It is a mood that keeps one animated, an attitude that 
urges one to be reflexive and a force that enables one be creative. Hence, play is 
where the actor retrieves his agency and where a structure retains its dynamic. At 




Renowned artists and groups presented in HK Cultural Centre 
(1989-1997) 
1989 Jessye Norman,Dame Joan Sutherland, Ivo Pogorelich, Yo-Yo Ma, Issac 
Stem, Emmanuel Ax, John Williams, Anne Sophie-Mutter, the Cologne 
Opera, the Boston Symphony Orchestra, the Royal Danish Ballet, the 
National Theatre of Great Britain and the London Bach Choir 
1990 Wynton Marsalis, Kathleen Battle, the Labeque Sisters, Ann-Sophie 
Muttee, the Stuttgart Ballet, the Bolshoi Ballet, the Scottish Ballet, the 
Byakko-sha, I Musici, the Cleveland Orchestra, the BBC Symphony 
Orchestra and the Zurich Tonhalle Orchestra. 
1991 Jose Carreras, Issac Stem, Pinchas Zhkerman, Ofra Hamoy, Ivo 
Pogorelich, Alexis Ballets Canadians, Spanish National Ballet, 
Pittsburgh Symphony Orchestra, Royal Philharmonic Orchestra, City of 
Birmingham Symphony Orchestra and Orpheus Chamber Orchestra. 
1992 The National Ballet of Canada, the Cullberg Ballet, Ballet Folklorico de 
Mexico, Les Ballets Trockadero de Monte Carlo, Mstislav 
Rostropovich, Anne-Sophie Mutter, Frank Peter Zimmermann, Vadim 
Repin, Jane Watts, Pepe Romero, Renata Scotto, the Chung Trio, the 
Don Burrows Quartet, the Munich Philharmonic Orchestra and the 
Vienna Boys' Choir 
1993 Jose Careras, Barbara Hendricks, Issac Stem, James Galway, Emanuel 
Ax, Janos Starker, the Royal Concertgebouw Orchestra, the 
Philadelphia Orchestra and the Oslo Philharmonic Orchestra, the 
Bolshoi Ballet, the Pina Bausch Wuppertal Dance Theatre, the 
Birmingham Royal Ballet, the Paris Opera Ballet and the Byelorussian 
Ballet 
1994 Dame Kiri Te Kanawa, Sviatoslav Richter, Philip Glass, the New York 




1995 The Vienna Philharmonic Orchestra, Staatskapelle Dresden, the Michael 
Nyman Band, Midori, Vladimir Ashkenazy, Yo-yo Ma, the Martha 
Graham Dance Company, the Shanghai Ballet, and the Cloud Gate 
Dance Company 
1996 The Philharmonic Orchestra of La Scala, Paul Taylor Dance Company, 
Ballet Frankfurt, Halle，Orchestra, Dame Kiri Te Kanawa, Maria Ewing， 
Mstislav Rostropovich, Ryuichi Sakamoto, Viktoria Mullova and Jose 
Carreras. 
1997 The San Francisco Symphony Orchestra, China National Symphony 
Orchestra, Mark Morris Dance Group,Pina Bausch Tanztheatre 




The Meaning of the Eighteen Buildings 
Presented in a Symphony of Lights 
• SUN HUNG KAI CENTRE...STALWART OF PROGRESS.. .PIONEERING 
COMMERCIAL DEVELOPMENT ON HONG KONG ISLAND'S 
HARBOUR FRONT. 
• CENTRAL PLAZA.. .WITH ITS SPECIAL TRIANGULAR FLOOR PLAN 
DESIGN... IS THE SECOND TALLEST BUILDING IN HONG KONG. 
參 THE HONG KONG CONVENTION AND EXHIBITION CENTRE ...ITS 
FLOWING ARCHITECTURAL LINES AND SCULPTURED ROOF WAS 
INSPIRED BY THE GRACE OF A SEABIRD SOARING IN FLIGHT. IT IS 
THE SITE OF THE HISTORIC HANDOVER CEREMONY IN 1997. 
• HARCOURT HOUSE...AMODERN CLASSIC...A WINNER OF THE 
HONG KONG INSTITUTE OF ARCHITECTS' AWARD. 
• THE HONG KONG ACADEMY FOR PERFORMING ARTS ...A HOME 
TO YOUTHFUL ENTERPRISE. •. NURTURING TALENT BRIGHT AND 
DIVERSE. 
參 MASSMUTUAL TOWER.. .PROMINENTLY LOCATED IN THE HEART 
OF WANCHAI..…FORMERLY KNOWN AS FLEET HOUSE AND USED 
TO BE THE CLUBHOUSE FOR THE BRITISH NAVY. 
• QUEENS WAY GOVERNMENT OFFICES... WHERE YOU SEE THE 
BRAND HONG KONG DRAGON... .THE SYMBOL OF A DYNAMIC CITY. 
• THE CHINESE PEOPLE'S LIBERATION ARMY FORCES HONG 
KONG BUILDING.. • A WINE GLASS TO TOAST THE FUTURE OF 
HONG KONG UNDER "ONE COUNTRY, TWO SYSTEMS". 
參 THE BANK OF CHINA TOWER.. .DESIGNED BY IM PEI WITH 
BAMBOO DESIGN SYMBOLISING VITALITY AND GROWTH. 
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• THE CHEUNG KONG CENTER....A SOLID, TIMELESS AND 
PROGRESSIVE ARCHITECTURAL DESIGN. 
參 THE HSBC MAIN BUILDING.. A NORMAN FOSTER 
DESIGN. ..SYMBOLISES DYNAMISM, TECHNOLOGY AND 
STRENGTH. 
• THE HONG KONG CITY HALL ....A CULTURAL HUB FOR THE 
COMMUNITY FOR OVER 40 YEARS... HOUSING A WEALTH OF 
KNOWLEDGE. 
參 JARDINE HOUSE.. .HONG KONG'S FIRST SKYSCRAPER.. .WITH ITS 
DISTINCTIVE PORTHOLE WINDOWS.. .AN ICON FOR HONG KONG 
SINCE THE 70，S. 
• ONE AND TWO EXCHANGE SQUARE.. .HOME TO THE STOCK 
EXCHANGE AND LEADING INTERNATIONAL CORPORATIONS, THE 
COMMERCIAL CENTRE OF THE CITY. 
• TWO INTERNATIONAL FINANCE CENTRE. • .WITH ITS STRONG 
AND MEMORABLE PRESENCE.. .IS THE TALLEST BUILDING IN 
HONG KONG ... AND IS ALSO ONE OF THE WORLD'S TALLEST. 
• ONE INTERNATIONAL FINANCE CENTRE. • .RISES ABOVE THE 
AIRPORT EXPRESS STATION AND IS THE BUSINESS DESTINATION 
OF INTERNATIONALLY RENOWNED FINANCIAL INSTITUTIONS. 
• THE CENTER.. .THE PLUSH FOLIAGE AND SPECIAL WATER 
FEATURES IN ITS ENTRANCE CONCOURSE PRESENT A MUCH 
APPRECIATED URBAN OASIS IN THE MIDST OF HONG KONG'S 
BUSTLING COMMERCIAL DISTRICT. 
(This script is provided by the Hong Kong Tourism Board) 
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